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PREFACE 


T HE late Sir Richard Tangye, when asking me to make 
a Catalogue of his collection for the Birmingham Art 
Gallery, about the year 1883, remarked : “ Every Museum 
should teach, and any catalogue of its contents should instruct. ” 

Catalogue making, or to use the modern phrase “ com¬ 
piling, ” is, at best, but a mechanical effort, more or less 
tedious—even when the compiler knows his subject thoroughly. 
The genial Horace Walpole said he could put humour even 
into a Catalogue; possibly he could, but this accomplishment 
is not given to every compiler. 

In this catalogue 1 have endeavoured to make its con¬ 
tents instructive to interested visitors, viewing a collection of 
English Art on the site where it was produced. I have 
given my readers various facts and information gained by 
many years’ experience of the subject. I am also indebted to 
the veteran Curator of the Museum,—Mr. Isaac Cooke; who 
has been all his life at Etruria, and to Mr. C. A. Austin, 
chief modeller, for much information and their willing help. 

I hope the catalogue may be considered an elementary hand¬ 
book upon Wedgwood matters, worth retaining for reference. 

FREDERICK RATHBONE. 

20, Alfred Place West, 

South Kensington, 

London, S.W. 


1909. 
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THE ETRURIA MUSEUM 


HIS Museum contains many interesting original 



designs, “ trial-pieces ” and other relics of England’s 


great potter, Josiah Wedgwood, F.R.S., who is ac¬ 


knowledged by all civilised nations as the greatest artist 
in ceramics of his or any period : one who did not 
selfishly keep all his trade secrets to himself, but gave to 
his brother potters in the locality and to all Europe the 
benefit of his experience. The extraordinary progress and 
prosperity of the pottery district since Wedgwood’s advent 
is sufficient evidence of merit. 

The exhibits probably date from about 1752 to 1794, 
and include “ Trials ” or essays of his experiments all 
through his career, from the early “ Whieldon ware ” to 
that perfect ceramic body or material, known as “ Jasper ” 
in all its varieties. The collection has additional interest 
in the fact that it is located on the site of his life-long 
labours—the historic pottery at Etruria : one of the earliest 
examples of a complete well organized manufactory, built 
under his own supervision in 1769. 

Josiah Wedgwood’s “Trials” were not only the imme¬ 
diate cause of the Museum, but now that the collection has 
been made, they are still the most interesting objects 


therein. 


To the man of science and to the practical potter, to 
the collector, and to the thinking man, Josiah Wedgwood’s 
Trials” are a picture, (astonishingly graphic) of his life’s 
work. 
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THE ETRURIA 

A glance at the vast quantity and infinite detail of 
these “Trials,” convinces one that Josiah Wedgwood began 
to work in an age of ignorance, and that he did indeed 
“ convert a rude and inconsiderable Manufactory into an 
elegant art and an important part of National Commerce. 

As an example of an intellect most highly gifted with 
method, patience, industry and courage, Josiah Wedgwood 
through his “ Trials,” must stand conspicuous. 



Wedgwood in the Modelling Room, Etruria. 


When it is realised that he was no recluse working night 
and day at experimental pottery as his one object in life, 
but a man of the widest interests, taking part in the 
political affairs of his day, organising and carrying through 
vast engineering undertakings, corresponding with many 
of the leading intellects of those times, and that he educated 
his sons and daughters with minute and loving care : then 
indeed these “ Trials ” give us the last and all convincing 
proof of his remarkable concentration of mind. 


























































MUSEUM CATALOGUE 


5 

But few of our museums are situated in the actual locality 
of the home, studio or workshop of the great men they 
commemorate. We have Shakespeare’s birth-place at Strat¬ 
ford-on-Avon, Dr. Johnson’s at Lichfield, Carlyle’s house at 
Chelsea. Other memorial museums are named after 
celebrities, who are sometimes credited with their inception 
or plan ; as the Ruskin museum at Sheffield, the Soane 
museum in Lincoln’s Inn Fields, or the museum of relics of 
John Wesley in the City Road, London. A Dickens 
museum has been considered, and some day may be a reality. 

It would appear, that, as a nation we are not given to 
■honour our great men of industry, science or art. We 
are not backward in raising memorials to our great naval 
and military heroes. Still these memorials are but too 
often a mediocre statue, “ erected by public subscription. ” 
Had Wedgwood been born a Frenchman, or had he lived and 
laboured in that country, it is possible we should see in 
Paris and other cities a “ Rue Josiah Wedgwood. ” But 
some amends are being made in our day. It is pleasant to 
note that upon the facade of the new Victoria and Albert 
Museum at South Kensington, among the renowned 
English artists and craftsmen, good statues of both 
Wedgwood and Flaxman appear; the Wedgwood by 
Albert H. Hodge, the Flaxman by A. B. Pegram. 
Hitherto, the only statues of Wedgwood were the bronze 
one outside the railway station at Stoke-on-Trent, by 
E. Davis, (1862), the bust by Fontana, given by Mr. 
Joseph Mayer to the Memorial Institute at Burslem, and 
Flaxman’s medallion portrait in the church at Stoke-on- 
Trent. 

These remarks do not apply to the many museums and 
art-galleries founded and endowed by generous benefactors 
of all countries. One in this district may be mentioned— 
the Wedgwood Memorial Institute at Burslem, built upon 
the site of Wedgwood’s first pottery, which contains a good 
collection of old Wedgwood, early English pottery, pic- 
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tures, &c., due to the munificence of the late Mr. Thomas 
Hulme, who gave to it his personal attention during many 
years of his life. The city of Antwerp prides itself upon 
possessing a museum, unique of its kind—the Musee 
Plantin. This charming sixteenth century mansion was the 


WEDGWOOD 

BY 

Albert H. Hodge 


FLAXMAN ‘ 

BY 

A. B. Pegram 


Statues on the Facade 
of the New Victoria 
and Albert Museums, 
South Kensington. 


From Photographs 
kindly supplied by the 
Sculptors. 


residence and printing-office of Christopher Plantin and his 
successors, the renowned publishers and printers. The 
visitor finds, not only a picturesque mansion with an 
arched courtyard; but in the numerous rooms, types, 
presses and every material required for the production of 
the beautiful books for which these renowned craftsmen 
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were famous. Everything is in its place just as the last of 
the Plantins left it ; to all book-lovers, an object-lesson not 

easily forgotten. 

In the spirit of the 
well-known noble 
epitaph to Sir Christ- 

Paul’s Cathedral: “Si 
monumentum quceris , ” 
the Wedgwood col¬ 
lection is arranged. 
Nothing can better 
illustrate the early 
uphill fight, and the 
subsequent trium 
over difficulties, than an artist’s rough sketches or recorded 
thoughts,—the personal letters written to his friends or 
the experimental trial-pieces for material, colour and other 
desired qualities, so necessary to all potters, great and small. 
What would not be the value of a similar collection of 
“ trials ” made by Bernard Palissy ? 

This great French potter, too—though hampered by 
poverty and suffering (for his supposed madness), and by the 
contempt of friends and relatives,—surmounted all diffi¬ 
culties. In his own words he narrates :—“ le bois m’ayant 
failli, je fus contraint brusler les tables et planchers. . . . 
j’estais en telle angoise que je ne seaurais dire ; encores pour 
me consoler on se moquait de moi et m’estimat on fob ” 1 
But later historians extol his remarkable inventive powers 
and perseverance. Lamartine says “ Bernard Palissy is the 
patriarch of the workshop, the poet of hand-labour.—The 
parable proving that man ennobles his occupation, when he 
labours for merit, in active progress,—God-fearing to 
the end. ” 

1 “ Firewood having failed me, I was obliged to burn the tables and flooring. I was 

in anguish of mind such as I shall never be able to describe ; and again to make it the 
better, people scoffed at me and considered me a madman. 



opher Wren, in St. 



The Plantin Museum. Antwerp. 
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This sturdy protestant potter and leader among his 
co-religionists, lived in a troublous period (1508-1589). 
He was imprisoned for his religion, but his art saved him, 
for he was released and protected by the French king for 



Bernard Palissy 
From the picture by Vetter 

over thirty years. One day the king said to him, “ Bernard, 
I am afraid I shall be compelled to give you up to the 
inquisitors, if you will not change your religion. ” To 
which Palissy replied, “ I pity your Majesty. ” “ Why do 

you pity me Bernard ? ” “ Because you have said what 

your Majesty and fifty thousand princes could not make me 
say ; ‘ I fear I shall be compelled. ’ ” Nevertheless the brave 
old potter was, at the age of seventy-six, sent to the 
Bastille, and died there four years later 











Thomas Byerley, Thomas Bentley and Josiah Wedgwood (In Court Dress) 

and Mrs. Wedgwood 

From Pattern Models. 




Etruria works from the West. 



The Mill Etruria. 









Interior of an Oven. As Clay in the Hands of the Potter. 













The Ornamenter. ” 



The Jasper Ornamenting Shop. 
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BIOGRAPHICAL 


NOTES 


u Whether, O friend of art, your gems derive 
Fine forms from Greece, and fabled gods revive, 
Or bid from modern life the portrait breathe, 

And bind round Honour’s brow the laurel wreath. 
Buoyant shall sail, with fame’s historic page 
Each fair medallion o’er the wrecks of age, 

Nor time shall mar, nor steel, nor fire, nor rust, 
Touch the hard polish of the immortal bust.” 


Dr Erasmus Darwin : (1731-1802,) 
The u Botanic Garden . ” 



Etruria, Staffordshire, about 1772. 
From a drawing in ike possession of Cecil Wedgwood 



BIOGRAPHICAL NOTES. 


‘ The progress of the arts, at all times and in every country, depends 
chiefly upon the encouragement they receive from those who by their 
rank and affluence are legislators in taste ; and who alone are capable of 
bestowing rewards upon the labours of industry, and the exertions of 
genius. It is their influence that forms the character of every age : they 
can turn the current of human pursuits at their pleasure, and be sur¬ 
rounded either with beauty or deformity, with men or barbarians. Great 
improvements cannot be made without powerful patronage : no art ever 
was or can be married to great perfection with feeble efforts, or at a small 
expense ; and it depends upon those who are possessed of riches and 
power, whether individuals shall be ruined or rewarded for their ingenuity.” 


Josiah Wedgwood : 
Introduction to his Catalogue of 1787 . 



OSIAH WEDGWOOD, F.R.S., potter and inventor, 


whose ancestors had been workers in this earliest-known 


handicraft, was born at Burslem, in Staffordshire, 1730. 
That district in the valley of the Western Trent, now called 
‘ the Potteries,’ had been a favourite locality for the exercise 
of the potter’s industry from very remote times. Its un¬ 
failing supply of natural clays, vast forests, streams, and 
other advantages could not fail to attract the primitive 
potters, who there produced domestic and ornamental wares 
for distribution to all parts of the kingdom. The quaint 
inlaid tiles for the floors of the abbeys and monasteries were 
produced here and sent away by the rivers Trent, Severn, 
and Avon, then, as in earlier times, the chief arteries of 
transit. 

The old methods of manufacture continued. The few 
changes in the shape and ornamentation of the pottery were 
due to the influence of foreign emigrants, who would have 
a preference for the form and decoration in use in their 


16 BIOGRAPHICAL NOTES 


native country, as we may notice the many changes of shape 
in the domestic spoon of the last three centuries, due to the 
changing fashion prompted by the Dutch, German, and 
Hanoverian courtiers. 

At the time of Wedgwood’s advent, the pottery industry 
was gradually undergoing a change. The general use of 
tea and coffee demanded suitable vessels, which had been 
hitherto indifferently supplied by importing expensive por¬ 
celain from China and Japan,—only within the reach of 
wealthy consumers. Staffordshire met this demand with 
the light, graceful pottery known as ‘ salt-glaze ; ’ plain or 
decorated from the then only available models—the Oriental 
patterns. 

Wedgwood’s earliest work as a potter was the improve¬ 
ment of the useful domestic ware then in fashion, the 
invention of new bodies and material, colours, and new 
methods of manufacture. His tortoise-shell, agate, mottled, 
and other coloured pieces were distinct creations, and soon 
found a ready sale. In due time he invented the pale cream- 
coloured ‘ Queen’s Ware, ’ so named in compliment to his 
patron, Queen Charlotte. He supplemented the use of the 
primitive potter’s wheel by afterwards turning his ware 
upon an improved lathe. He was the actual inventor of at 
least twenty new bodies for the manufacture of earthenware, 
many of which are in use to this day by all potters. 

From youth to age the great potter never enjoyed robust 
health. When young, he suffered from a severe attack of 
smallpox, leaving complications which in later life so affect¬ 
ed one leg, that it necessitated amputation, a martyrdom 
that was possibly a benefit to his country. 

The result of Wedgwood’s useful life may be given by his 
quaint epitaph in the church of Stoke-on-Trent(see page i 3). 
The forty-two master-potters of Staffordshire, from 1710 
to 1715, by their united efforts could only produce earthen¬ 
ware to the annual value of £6417, compared with 1785, 
when Wedgwood gave evidence in the House of Commons 



Flaxman’s Monument to Wedgwood 
Parish Church of Stoke-on-Trent. 


B 
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that upwards of fifteen thousand persons were then directly 
employed in the manufacture, and double that number in 
auxiliary occupations in connection with the industry—in 
preparing clay, flint, coals, and other materials required by 
the potters. This estimate is of course much extended 
now, the last available statistics (1896) giving 45,914 per¬ 
sons in direct employ, the annual amount of wages over 
£2,000,000, and the assumed value of £3,850,000 for home 
trade and exportation. 

In addition to his valuable services to the staple trade of 
Staffordshire, he devoted much time and energy to the 
improvement of the roads and other means of communica¬ 
tion of the district. In 1760 the only method of transport 
was the pack-horse, the nearest highway road was at Lawton, 
in the next county. Through his exertions new roads were 
made, and others improved. The Grand Junction Canal, 
from the Mersey to the Trent, was projected, with Wedg¬ 
wood as honorary treasurer to the company. Its effect, Mr. 
Gladstone remarked, ‘made the raw material of his industry 
abundant and cheap, which supplied a vent for the manu¬ 
factured article, and which opened for it materially a way 
to what we may term the conquest of the outer world. ’ 

So far these remarks apply chiefly to the period of Wedg¬ 
wood’s useful earthenware : ‘ Wedgwood ware. ’ The 
collector fully understands the meaning of ‘ Old Wedgwood.’ 
Indeed, we have Wedgwood’s own authority for the classi¬ 
fication, for in a letter to his partner, Thomas Bentley 
(1770), he says— 

‘ May not useful ware be comprehended under the simple defin¬ 
ition of such vessels as are made use of at meals. This appears to 
one to be the most simple and natural line, and though it does not 
take in washhand basins and bottles, and a few such articles, they 
are of little consequence, and speak for themselves. ... I am 
getting some boxes made neatly, and lined with silk or some fine 
stuff, to keep and show the tablets (plaques) in. We should use 
every means in our power to make our customers believe they are 
not The Ware.’ 
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In the progress of his manufacture Wedgwood illustrated 
the sentiment of the inscription in the entrance-hall of the 
Birmingham Art Gallery and Museum : ‘ By the gains of 
Industry we promote Art. ’ He acquired a considerable 
fortune by the production and sale of his domestic ware for 
the civilised world ; then, with the strength of his financial 
position, he turned his attention to the ornamental or deco¬ 
rative pieces, attracting to his service the most renowned 
artists of his time, improving some of the materials then in 
daily use, and in due time inventing and perfecting that 
most beautiful body ever adopted in ceramic art—the 
‘Jasper.’ Until this body was completed and reliable—only 
after continued experiment; surmounting failure by constant 
attention—the finest work was impossible, and, except in 
the basalte and agate bodies, was not attempted. But a 
time came when he could write to his partner, ‘ We are 
now absolute with the jasper. 

Much has been written upon this subject during the last 
half-century by many celebrated writers, giving unqualified 
testimony to the character and genius of the great potter. 
All are worth perusing : a few examples may be given. 
Lord Lytton, in his England and the English (1835), says— 

c There have, for some time past, been various complaints of a 
deficiency of artists capable of designing for our manufactures of 
porcelain, silk, and other articles of luxury in general use ; we are 
told that public schools are required to supply the want. It may 
be so, yet Wedgwood, Rundell, and Hellicot the watchmaker found 
no such difficulty, and now that a Royal Academy has existed for 
sixty-five years, the complaint has become universal. One would 
imagine that the main capacity of such institutions was to create 
that decent and general mediocrity of talent which appeals to trade 
^nd fashion for encouragement. In truth, the complaint is not 
Just. How did Wedgwood manage without a public school for 
designers ? In 1760, our porcelain wares could not stand com¬ 
petition with those of France. Necessity prompts, or what is quite 
as good, allows the exertions of genius. Wedgwood applied chem- 
ls try to the improvement of his pottery, sought the most beautiful 
an d convenient specimens of antiquity, and caused them to be 
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imitated with scrupulous nicety, 1 he then (the italics are Lord 
Lytton’s) had recourse to the greatest genius of the day for designs and 
advice. But now the manufacturers of a far more costly material, 
without availing themselves of the example of Wedgwood, complain 
of want of talent in those whom they never sought, and whom they 
might as easily command, if they were as willing to reward. ’ 

The Right Hon. W. E, Gladstone, who in 1863 made 
his eloquent address upon the opening of the Wedgwood 
Institute at Burslem, at a period three years before Miss 
Meteyard’s Life of Wedgwood was published, illustrated with 
his usual facility Wedgwood’s life, work, and character. 
He remarks— 

c I call him the great Wedgwood. That is the proper epithet 
for him. In my opinion, and I have considered the matter as well 
as I can, Wedgwood was the greatest man who ever, in any age, or 
in any country—I do not except, as far as our knowledge goes, any 
age or any country—applied himself to the important work of 
uniting art with industry. The industrial development brought 
about by Wedgwood was wonderful. He made this country a 
great exporting country for his own wares. You know the meaning 
of that. What he manufactured was so much better than what 
other countries could make for themselves, that they were delighted 
to send here to buy it, and pay all the cost of carrying it to 
St. Petersburg on one side and the Mississippi on the other, to the 
extremities of civilisation, to avail themselves of the benefit brought 
about by the genius of that man. There is one particular point 
which I have always considered to be among the most significant 
and interesting in the work of Wedgwood, and that is the unvarying 
attention which in his works he gave to the question of form. 
Now, pray remember, that we may always distinguish between the 
different constituents of works of art. There is the form, there is 
the colour, and there is the character of ornamentation ; but the 
form is the true foundation of the whole, just as in architecture. 
You see what a bad architect will do. He will think very little of 
form or proportion, and he will plaster his building all over with 
ornament, and ornament is constantly used to disguise the poverty 
and perversion of form. Wedgwood completely revolutionised 

2 

1 This may be questioned. In one or two examples such as the Portland Vase, &c. he 
made an exact copy of the antique original, but, in his own material. Mr. Gladstone, in 
the extract following, points out that Wedgwood used the antique vases for inspiration, 
his vases were not mere reproductions, but strikingly original. 



Etruria Works from-the East. 
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the character of the fabrics made in England at the period. He 
recalled into existence the spirit of Greek art. Before his time, 
we may say of the earthenware and porcelain manufacture that it 
had never risen to the loftiness of the spirit of Greek art. If you 
compare the famous porcelain of Sevres, the vases of Sevres with 
the vases of Wedgwood, 1 don’t hesitate to say they are greatly 
inferior. If you pass your eye along this line of productions of 
the eighteenth century in England, although there are very good 
forms in others, those of Wedgwood stand pre-eminent. Though 
in all his productions you are reminded of Greek art, they are not 
mere reproductions. His style is strikingly original. ’ 

In the same address, Mr. Gladstone pointed out a curious 
German criticism upon Wedgwood, in which the great 
potter is likened to Goethe ! This was written by Novalis 
(Fragmente : /Esthetik und Litter atur) : ‘Goethe ist ganz 
praktischer Dichter. Er ist in seinen Werken, was der 
Englander in seinen Waaren ist : hochst einfach, nett, 
bequem und dauerhaft. Er hat in der deutschen Litteratur 
das gethan, was Wedgwood in der englischen Kunstwelt 
gethan hat. ’ 1 

Civilised nations are justly proud of the art-work pro¬ 
duced in their country. Wedgwood ceramics deserve all 
possible veneration by his countrymen from the fact that 
the art is essentially a British one ; thought out and pro¬ 
duced by a worthy native, who had never travelled beyond 
the limits of his country, who encouraged native artists and 
workmen for its production. His great work was com¬ 
pleted without state aid, helped only by the popular appre¬ 
ciation of his manufacture. 

The honoured names of inventors and others who have 
developed the resources of our country are found in the 
peerage, but the name of Wedgwood is not mentioned— 
the diligent man of business standeth before kings. Other 
nations have fully recognised Wedgwood’s services to the 
ceramic industry. His first patron was the munificent 

1 Which has been rendered : ‘ Goethe is a very practical poet. He is in his works what 
an Englishman is in his business, thoroughly simple, clear, accessible, and conclusive. 
He has done for German literature what Wedgwood has for the domain of art. 
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Empress Catharine of Russia, for whom he made the grand 
table service, decorated with views of English country-seats. 
Continental orders were continually sent to Etruria, his best 
customers being the Court and aristocracy of France, during 
the renowned art periods, the reigns of Louis xv. and xvi. 
So much fine Wedgwood was then imported into France 
that the Royal factory of Sevres copied the colour and 
relief of his jasper plaques and vases in competition. The 
standard reading-books of the American National Schools 
include an account of his life and work, and every American 
child is familiar with the story. 

At some future epoch the coming generation may perhaps 
see and admire at the Victoria and Albert Museum a 
collection of Wedgwood worthy of the nation—a tribute 
to the great master of ceramics, whose decorative and 
much of his useful pottery prove it to be the only ceramic 
art in which we are supreme and unassailable. Our pro¬ 
vincial museums are better equipped. If our capital could 
exhibit a collection of Josiah Wedgwood’s works that would 
equal in quality what has long been the pride of the 
museums of Edinburgh, Glasgow, Liverpool, Nottingham, 
Birmingham and Burslem—due to the munificence and 
patriotism of their citizens, and not to help from the state 
—it would be more seemly. Continental museums are not 
backward in appreciation. Wedgwood’s great foreign rivals 
thought it advisable to copy his work, and thereby paid the 
great potter the highest compliment possible. But at the 
same time they did not forget to acquire good pieces of his 
pottery for their museums, mainly for the instruction of 
their designers and craftsmen—those rude islanders, of a 
country with three hundred religions and only one sauce, 
being able to teach them something in ceramic manufacture. 
This attention of foreign museums still continues. Recently 
the Museums at Reichenberg in Bohemia, Dresden, Leip- 
sig, Prague, Cologne and Christiana, have made creditable 
additions of Old Wedgwood to their ceramics. American 
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and Australian museums are also doing the same, the import 
duty of 60 per cent, in America and 20 per cent, in 
Australia not affecting public museums. But it does 
naturally check their private collectors. Were these tariffs 
modified, say to an ad valorem 10 per cent., it would soon 
be difficult at home to acquire Old Wedgwood, or any 
English ceramics, at present prices. Sensational figures at 
auction, for single pieces of old porcelain, would occur more 
frequently. 

That Wedgwood’s memory is still kept green by other 
nations is evident from the pathetic incident that occured 
in 1895, th e centenary of Wedgwood’s death ; when the 
firm of Josiah Wedgwood and Sons received a wreath, 
sent direct from a potter in Silesia, with a request that it 
should be laid upon the great potter’s grave, as a remem¬ 
brance from a living potter to the memory of one who was 
universally esteemed as the greatest master of his craft. 

DATES IN CONNECTION WITH ETRURIA WORKS 


Josiah Wedgwood, born at Burslem .... 1730 

His apprenticeship as a potter ended .... I 749 

His first partnership—with Harrison . . . . 1752 

Harrison, Wedgwood, and Whieldon . . . . I 754 

Wedgwood’s tenancy of the Brickhouse Works, Burslem (site of) from 1757 
the Wedgwood Institute) . . . . .) to 1773 

Married . . . . . . . . . 176 4 

Etruria Works commenced ...... 1767 

Thomas Bentley, a partner of the firm—Wedgwood and Bentley. | ^ jygQ 

Opening of Etruria works and first day’s throwing. . June 13, 1769 
Flaxman first employed . . . . . . . 1 7 7 5 

Portland or Barberini Vase commenced . . . . 1786 

Completed . . . . . . . . . I 79 ° 

Sons—John, Josiah II, and Thomas Wedgwood, taken into part-) 
nership with T. Byerley (Wedgwood, Sons, and Byerley). J 
Wedgwood died ........ I 795 




Official Circular announcing Change of Partnership, 1790. 
Signed by Josiah Wedgwood, Son and Byerley. 
Reduced from the original. 
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No. 34. The ‘ Sydney Cove ’ Medallion , modelled by Webber. 


THE MARKS 

USED BY JOSIAH WEDGWOOD AND HIS SUCCESSORS 

T HE potter’s mark upon ceramics is of great interest 
to the historian, student, and collector. The custom 
of marking dates from very remote times, and may 
even have originated with the ancient potter, for nearly 
every piece of the Roman red-ware, the so-called Samian, 
bears a clearly stamped mark in some form. This mark is 
usually found upon the inside of the vessel at the bottom 
—sometimes on the outside. The name on a label, given 
in the nominative with f for fecit , or in the genitive with 
o, or of, or m, for ojficina or manu : thus, sabinus f, Sabinus 
fecit (Sabinus made it), amici m, Amici manu (by the hand 
of Amicus), of. felic, officina Felicis (from the workshop of 
Felix). We may form some estimate of the importance of 
the potter’s craft under the Roman rule from the fact that 
Mr. Thomas Wright could give, in 1853, a list of potters’ 
stamps on Samian ware, Mortaria, and the handles of 
Amphorae, numbering over eleven hundred separate marks. 
This list, from examples found since that time, could be 
much extended. 
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The system of marking was not confined to the potter. 
The Roman mason was in the habit of inscribing his 
initials or other ornament upon his handiwork. Painters, 
sculptors, engravers, goldsmiths, carvers in wood and metal, 
and other craftsmen, marked their work with initials, 
emblems, or some fanciful design. Some engravers of the 
middle ages are only known from their adopted mark, no 
account of their lives, works, or even their names existing : 
‘ The master of the Die,’ from his mark of a small die used 
in dice-playing ; ‘ The master of 1474,’ from his sign ‘ 74 ’ 
found upon his plates. Companies and Guilds in many 
cities adopted a distinct badge for the work of their mem¬ 
bers, or other pieces they had approved. When the factory 
system for the production of pottery and porcelain was 
organised under one administration, a distinct mark for that 
factory was designed. Sevres, the double L ; Dresden, the 
cross-swords; Worcester, the crescent; Chelsea, the anchor, 
and so on. In our own time, the manufacturers’ trade¬ 
mark has lost little if any of its former importance or value, 
Acts of Parliament having been passed for its due regulation, 
with penal clauses against the forger or imitator. If these 
penalties were more often enforced upon the ingenious 
fabricator of and dealer in spurious works of art, it would 
bring more peace of mind to the bona-Jide collector. At 
present— 

c The strong statutes 
Stand like forfeits in a barber’s shop, 

As much in mock as mark.’ 

Measure for Measure . 

We have no record of the exact time when Wedgwood 
first used the well-known stamp. His early work at 
Burslem, judging from fragments recently found on the site 
of the Ivy House, and many of the early pieces made at 
Etruria, bear no mark. The first mention of this sign of 
identification is the well-known incident of the Etruscan 
vases thrown by Wedgwood, while Bentley turned the 
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wheel. These were inscribed : ‘ June xiii., mdcclxix. 
One of the first Days Productions at Etruria in Stafford¬ 
shire by Wedgwood and Bentley.’ The round stamp 
(No. 5), ‘Wedgwood and Bentley,’ is probably the first 
form, being found upon vases that must have been made 
soon after the establishment of the Etruria works. This 
stamp was changed to a wafer, with the addition of the 
word Etruria (No 6) ; afterwards the foot of the vase 
itself was stamped in a circle, to fit round the screw (No. 7). 

Wedgwood is said to have objected to the name of any 
modeller or workman being added to his own. The fine 
portrait of Edward Bourne, an old workman at Etruria ; a 
portrait of Josiah Wedgwood, and one of Voltaire, all 
modelled by Hackwood, have the initials W. H. in script 
letters under each portrait. These are the only instances of 
any designer’s or craftman’s mark on the relief surface. 

Of the many works treating upon ceramics, nearly all 
give the Wedgwood marks incorrectly. Every mark, 
whether upon pieces of a useful or ornamental character, 
used by the great potter and his descendants, was, and is, 
impressed in the soft clay with the ordinary printers’ type of 
the period ; excepting the round marks, which were 
produced by engraved brass stamps, the marks upon 
porcelain, and the painters’ marks upon decorated pieces. 
The impressed mark, when fired, is of the most durable 
and permanent character, especially when compared with 
the painted marks on the glaze of many kinds of porcelain 
—so liable to erasure by any ordinary usage. Impressed 
marks have also another valuable quality—security against 
fraud—it being nearly impossible to imitate them, except 
by engraving; no easy task with hard-fired pottery. 

The marks of the old period are usually clearly and evenly 
stamped, and, except upon glazed pottery and ‘ Queen’s 
Ware, ’ easily deciphered. With the name are often found 
either single letters, numbers, or signs, scratched with a 
point or impressed. Many of these are simply workmen’s 
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marks, and are of little use to the collector. Some are only 
single letters, as T. G., signs of various forms, pattern 
numbers such as 275, 496, 11, usually scratched, or marks 
indicating size or capacity of tea and other vessels, as 
18, 24, 36, 4 + 4. A rude K, made with a point, found 
upon some of the fine busts, is attributed to Keeling the 
modeller, and a type-impressed H to Hackwood. 

Miss Meteyard has pointed out that the letters ^ and 

3 are only found upon good specimens, and are evidently 
the marks of careful and expert workmen. These marks 
are, however, only found upon the fine jasper dejeuner tea 
and coffee pieces, and similar specimens, rarely upon plaques, 
medallions, or vases. Collectors are also indebted to her 
for pointing out the mark of three letters, as A N O—R E P 
occurring with the name, etc., as a distinct evidence of 
modern work, and any piece so marked is certainly not 
older than 1859. The mar k of three capital letters was 
first used in i860 : the first letter stood for the workman’s 
mark, the second for the month, the third for the year of 
manufacture, upon the plan of the hall-mark on plate ; 
O meaning i860, P 1861, and so on. 

Some of the medallions are inscribed with a point with 
various words, such as ‘ L Tub, ’ ‘ E wash, ’ etc. etc. These 
were evidently experimental pieces marked with the various 
washes, instructions for heating etc. in the kiln, and other 
matters necessary to be noted for accurate reproduction, 
and to be retained in the manufactory for future reference. 
Until lately, a few old vases of the Wedgwood and Bentley 
period hung over the workmen’s benches at Etruria, as a 
guide for form, mounting, and weight. Occasionally upon 
the plinth or foot of a vase, and out of sight unless unfitted, 
inscribed words similar to the above are found. Upon the 
plinth of a large jasper vase of good form are the words 
‘ M. pot. press S. ’ Upon the plinth of a pillar boughpot 
‘22 C. ’ One old piece inscribed T.B.O. was attributed to 
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a modeller named Tebo; the real signification being, ‘ The 
top of the biscuit oven ! ’ 


we&gwootf 


WEDGWOOD 

WEDGWOOD 

Wedgwood 


V * 

*7 8 ° 



1. —This mark occurs upon a very early 
specimen of c Queen’s Ware, ’ a teapot, painted 
with flowers, etc., supposed to have been made 
by Wedgwood at Burslem : each letter, judging 
from its appearance, apparently stamped singly 
with printers’ type. 

2, 3, 4.—These marks, varying in size, were, 
it is thought, used by Wedgwood up to the 
accession of Bentley as his partner, 1768-9, and 
are found upon specimens said to have been 
purchased about that period. 

5. —The circular stamp, without the inner 
and outer rings, and without the word Etruria, 
is doubtless the earliest form of the Wedgwood 
and Bentley stamp, and is found upon a set of 
three early painted vases, in imitation of natural 
stone, with gilt serpent and scroll handles. No 
other example of this mark is known : it may 
have been an experimental one afterwards 
changed for No. 6, and never in general use. 

6. —This mark, with the word Etruria, is 
made upon a wafer, or bat, and fixed in the 
corner, inside the plinth of old basalte vases, 
reversing for candelabra and some large speci¬ 
mens ; it is sometimes found on the pedestal 
of a bust or large figure. 



7.—The well-known circular stamp, with an 
inner and outer line, always placed round the 
screw of the basalte, granite, and Etruscan vases, 
but is never found upon the jasper vases of any 
period. 1 


1 This mark is given in Miss Meteyard’s Handbook to Col¬ 
lectors , in this form. 

She also gives as a facsimile 
of a rare mark, 


WetyfMxxi. 9 


WEDGWOOD 
& BENTLEY 


WEDGWOOD 
& BENTLEY 

Wegwood 
& Bentley 

Wedgwood 
& Bentley 


Wedgwood 
& Bentley 

3 5 6 
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8, 9, io, 11.—These marks, varying in size, 
are found upon busts, granite and basalte vases, 
figures, plaques, medallions, and cameos, from 
the largest tablet to the smallest cameo for a 
ring (the writer has one, only half an inch by 
three-eighths of an inch, fully marked) ; also 
found upon useful ware of the period. 

12. —Marks upon the Wedgwood and Bent¬ 
ley intaglios, with the catalogue number, varying 
in size. Very small intaglios are sometimes 
marked W. & B. with the catalogue number, 
or simply with number only. 

13, —This rare mark is found only upon 
chocolate and white seal intaglios, usually por¬ 
traits, made of two layers of clay; the edges 
polished for mounting. 

It may be noted that the word ‘ and ’ in every 
Wedgwood and Bentley mark is always contracted 
‘ &, ’ that no punctuation or other points, excepting 
those in marks No. 5, 6, 7, and 13, are ever used. 


Wedgwood 

Wedgwood 

Wedgwood 

WEDGWOOD 

WEDGWOOD 

WEDGWOOD 

WEDGWOOD 


WEDGWOOD & SONS 


14, 15, 16, 17, 18, 19, 20.—Marks, varying 
in size, attributed to the period after Bentley’s 
death, and probably used for a time after 
Wedgwood died. These marks and others 
were used by chance—a small piece often bearing 
a large stamp, and a large one a minute stamp, 
not easily read. 

21.—This rare mark exists upon some large 
square plateaux in cane-coloured jasper. It 
may have been one intended for use at the 
change of partnership in 1790, but abandoned. 
The circular announcing the change says : c The 
mark u wedgwood ” will be continued without 
any addition. ’ 


Both being unknown. It is probable this was sent to the 
authoress by some corresponding inquirer, and she, taking it to 
be a facsimile, had it engraved as written without verification. 
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22.—Sometimes c 2nd Feby., ’ the mark of 
Josiah Wedgwood the younger. Supposed to 
josiah wegdwood be the date of some new partnership or change 
Feb 2 1805 in the firm, being found only upon some basalte 

tripod incense-burners ; it may be the date when 
the design was first registered. 


WEGDWOOD 

ETRURIA 


WEGDWOOD 

ETRURIA 

W edgwood 
Etruria 


23, 24, 25.—These marks rarely found upon 
pieces of a very high character—usually upon 
dark-blue stoneware vases and glazed ware. 
Adopted about 1840, but soon disused. 


26.—The mark upon the porcelain, made 
from about 1805 to 1815, always printed either 
in red or blue, sometimes in gold. An im- 
wedgwood pressed mark cannot be used with certainty 

(in red or blue) upon soft-paste porcelain, being so apt to diffuse 

out in the firing. The marks (impressed) on 
Swansea and Nantgarw porcelain are very 
indistinct. 


WEDGWOOD 

WEDGWOOD 


27, 28.—These marks, varying in size, are 
still used at Etruria for the modern jasper and 
useful ware of all varieties. 


(yWLlJCt 

-4 


29, 30, 31.—The celebrated Emile 
Lessore, a painter trained at Sevres (died 
1876), who painted some fine vases, 
plaques, etc., for Messrs. Josiah Wedg¬ 
wood & Sons, from 1859 to 1875, signed 
his work in this form. 



wedcwood 


32.—The manufacture of fine porcelain was 
revived at Etruria, 1878, and is still continued. 
This mark, printed in black and other colours, 
is used. 


ENGLAND 


33.—This word was added to the mark 
wedgwood in 1891, to comply with the new 
American Customs Regulations, known as the 
M c Kinley Tariff Act. 



35 , 36, 37, Wedgwood’s early “ Trials ” 

Shewing his registered numbers. 


C 
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34.—Illustrated at the head of this chapter, ‘ Made by Josiah 
Wedgwood of clay from Sydney Cove’ is found upon the back of 
a pretty medallion, ‘ Etruria, 1789.’ These medallions, relief and 
field in the same colour, were made by Wedgwood from clay 
collected at Sydney Cove, sent to Etruria for this purpose. 

The Wedgwood and Bentley mark is found only upon 
basalte and crystalline agate or imitation stone vases, upon 
plaques, medallions, and portraits of the same period. It is 
never found upon the blue and white jasper vases, nor upon 
any example of green, pink, lilac, or cane-colour. 

Wedgwood marks cannot be relied upon as exact evidence 
of any period of manufacture, excepting the various Wedg¬ 
wood and Bentley stamps (Nos. 5 to 13), which were in 
use only from 1768 to 1780. The mark wedgwood being 
used now exactly as in the last century, the year of manu¬ 
facture is determined more by the material, colour, and 
workmanship. We know the date of certain designs made 
by Flaxman and other artists. For example, Flaxman 
designed the apotheosis of Homer in 1777 ; every plaque 
of that subject must, of course, be of later date. 

The Wedgwood mark has been forged or imitated both 
in the last and present centuries, but these forgeries are of 
very little importance. Some small blue and white medal¬ 
lions, marked ‘ Wedgwood & Co., ’ are known. This mark 
is said to have been used by some potters at Stockton-on- 
Tees, who were compelled to disuse it by legal injunction. 
About the year 1840, a man named Smith set up a factory 
in Holland, and stamped his ware ‘ Wedgwood. ’ The 
Staffordshire firm added ‘Etruria’ to their mark (Nos. 21, 
22, 23), but it was soon abandoned, and the simple word 
Wedgwood used again, foreign merchants and buyers not 
understanding the addition. There is a tradition that a 
foreign dealer, anxious to purchase Wedgwood, travelled to 
Italy to look for the Staffordshire Etruria ! The forged 
marks are so rarely seen, they are almost worth collecting 
as curiosities : the pieces bearing the mark, however, are of 
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such poor quality as works of art, that no one would care 
to put them in the same cabinet with the genuine examples. 

Any unmarked piece must not be condemned upon that 
account alone. Undoubted pieces of genuine Old Wedg¬ 
wood—many of fine quality—are at times met with without 
any mark. The omission may occur from various causes 
—carelessness, putting the piece to the lathe after marking, 
thinning down medallions, or the lapidary grinding it 
down to fit a metal mount. If made at Etruria, either in 
Josiah’s time or later, it will carry its own marks of 
identification. 

35, 36, 37. There are yet the interesting marks used 
by Wedgwood upon his experimental trials of materials. 
These marks are made with printer’s type in the unfired clay 
and bear the reference number, corresponding with his 
register wherein was entered the component clays, colours, 
etc. They were for private use and never intended to be 
sent out of the pottery. Many in various forms will 
be found in the museum cases, T. B O,—M. B O, and 
T. T. B O, meaning top, middle and “ tip-top ” of the 
biscuit oven. In the illustration, the first has a small 
portrait in white relief. The words “ White from the 
other works, ” incised by Wedgwood himself, may refer 
to Burslem. 
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DESIGNERS AND MODELLERS, EMPLOYED BY OR 
WORKING FOR JOSIAH WEDGWOOD 
AND HIS SUCCESSORS 

S a great Commander or Captain of men indicates his 



power of organization and forethought in the 


**■ selection of the men appointed to carry out his 
plans ; so also does a captain of industry or head of a vast 
business enterprise in the choice of his subordinates. 

Writing upon Wedgwood and his work, without 
reference to Flaxman, is somewhat like playing Hamlet 
and leaving out the principal character ; more especially 
when the popular idea is that Flaxman designed every 
thing that Wedgwood reproduced ! The great potter needed 
a great artist and the modest young genius was exactly the 
man fitted to carry out what his patron desired. 

John Flaxman, R. A., the celebrated sculptor, was born 
in the City of York, in 1755. His father was by profession 
a sculptor and modeller, who worked for Roubiliac, 
Scheemaker, and others. The father removed to London 
the year of his son’s birth, residing in New Street, Covent 
Garden. Young Flaxman, from a child, cultivated his 
talent for designing, especially in the direction of antique 
art. He studied at the Royal Academy, gaining their silver 
medal in 1769. “ To Mr. John Flaxman jun. for a model 

of an Academy figure. ” He also exhibited his designs in 
competition for prizes, offered by the Society of Arts, with 
such success that he won the Society’s gold “ pallett ” 
inscribed Given to Mr. John Flaxman, aged 13, New 
Street, Covent Garden, for model in clay. Class 100.—1769.” 
He won the same decoration the following year. “ John 



John Flaxman r.a. 

From the statue by Henry Weekes, R.A. (1807-1877) 
Given to the Tate Gallery, London, by Henry Vaughan Esq. 
(Reproduced by permission) 
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Flaxman, aged 14 years. First premium for a basso-relievo 
in clay. Class. 120. 1770. ” He was first introduced to 
Wedgwood in January, 1775, for in reply to Bentley at 
that date he says “ I am glad you have met with a 
Modeller & that Flaxman is so valuable an Artist. Perhaps 
Flaxman can model you a good Tablet for a chimney-piece.— 
You know we have not one of a proper size. It should 
be modelled upon a piece of ground glass or marble, & 
you may allow an inch at 8 for shrinking. I need not tell 
you that the figures should be open, & managed properly 
for a coloured ground. ” His first bill to Wedgwood and 
Bentley represents work done for the firm in March 
and April, 1775, 1 5 - 9 s • 3 ^- ■> l ess a contra account for 
“ 2 statues and 6 cups and saucers £ 2. ior. 6 d” This 
modest and valuable record includes “ a pair of Vases, one 
with a Satyr, the other with a Triton handle, £ 3. 33-.” 
These are the celebrated Wine and Water Vases, and the 
only positive evidence that Flaxman ever designed vases for 
Wedgwood. The Nine Muses, small model ioj. 6 d. each; 
four basso-relievos, of the Seasons, £ 2. 2 s. ; Jupiter, Juno, 
Minerva, Justice, and Hope, each at ior. 6 d. We next 
hear of him as being engaged upon portraits of Sir Joseph 
Banks and Dr. Solander. From this date to 1787 
Flaxman, in addition to his private commissions for sculp¬ 
ture and monumental work, supplied Wedgwood and 
Bentley with models for their finest plaques, medallions, 
and portraits, regardless of the current studio opinion that 
he was “ degrading ” his noble profession by working for 
Wedgwood. 

Flaxman married Miss Anne Denman, and in the opinion 
of Sir Joshua Reynolds, “ ruined himself as an artist. ” 
Flaxman lived at N° 27, Wardour Street, from 1781 to 
1787 ; he was appointed parish officer and collector of the 
rates ! He went to Italy in 1787, and remained there for 
seven years. While in Rome, he designed the fine series 
of illustrations to Homer, fEschylus, and Dante. He, still 
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working for Wedgwood, overlooked and directed the Roman 
artists, Dalmazzoni, Pacetti, and others, who were at the 
same time designing for Etruria. He was elected A.R.A. 
in 1797, and Professor of Sculpture in 1810. The monu¬ 
ments to Reynolds, Nelson, and Howe, in St. Paul’s, Lord 
Mansfield, in Westminster Abbey, are by him ; and our 
cathedrals and churches contain many memorial tablets or 
tombs, the work of his hand. For some years he furnished 
Rundell and Bridge, the silversmiths, with classic designs 
for silver plate ; his “ Shield of Achilles ” being one of the 
most important. The Flaxman Hall, at University College, 
in Gower Street, contains some of his finest sculpture, 
drawings, and sketches. Flaxman died in 1826, and was 
buried in the church of St. Giles-in-the-Fields. His 
epitaph is but simple truth : “John Flaxman, R.A., P.S., 
whose mortal life was a constant preparation for a blessed 
immortality : his angelic spirit returned to the Divine Giver 
on the 7th of December 1826. ” Allan Cunningham, in 
his “ Lives of the British Sculptors, ” has the following 
interesting account of his death : “The winter had set in, 
“ and as he was never a very early mover, a stranger found 
“ him rising one morning when he called about nine 
“ o’clock. ‘ Sir, ’ said the visitant, presenting a book as 
“ he spoke, ‘ this work was sent to me by the author, an 
“ Italian artist, to present to you, and at the same time to 
“ apologise for its extraordinary dedication. In truth, Sir, 
“ it was so generally believed throughout Italy that you 
“ were dead, that my friend determined to shew the world 
“ how much he esteemed your genius, and having this 
“ book ready for publication, he has inscribed it Al ombra 
“ di Flaxman . ’ No sooner was the book published than 
“ the story of your death was contradicted, and the author, 
“ affected by his mistake, which nevertheless he rejoices at, 
“ begs you will receive his work and apology. ’ 

“ Flaxman smiled, and accepted the volume with unaffect- 
“ ed modesty, and mentioned the circumstance, as curious, 
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“ to his own family and some of his friends. This occurred 
“ on Saturday the 2nd of December, when he was well 
“ and cheerful ; the next day he was taken suddenly ill with 
“ cold, and on the 7th he was dead. ” 

Flaxman’s amiable and charitable disposition—qualities 
not always allied with genius, endeared him to his many 
friends, at home and abroad. That he was ever ready to 
help those in difficulties, not forgetful of past favours to 
himself, is confirmed by his letter to his friend Hayley, the 
poet, now exhibited on the east wall of the Museum. 
(No 443.) 

Lord Lytton, in the Dedication of his “ Zanoni ” to 
John Gibson, R.A. (1845), complains of the neglect of 
Flaxman :—“ But your admiration of the Greeks has not 
led you to the bigotry of the mere Antiquarian nor made 
you less sensible of the unappreciated excellence of the 
mighty Modern, worthy to be your countryman, though 
till his statue is in the streets of our Capital, we show our¬ 
selves not worthy of the glory he has shed upon our land. 
You have not suffered even your gratitude to Canova to 
blind you to the superiority of Flaxman. When we be¬ 
come sensible of our title deeds to renown, in that single 
name we may look for an English public, capable of real 
patronage to English Art—and not till then. ” 

This opinion might be justified at the time it was written, 
but some tardy atonement has been made since then. Now, 
in addition to the Pegram statue of the “ mighty Modern ” 
already mentioned, we have the fine one by Weekes, given 
to the Tate gallery, by Henry Vaughan, Esq., illustrated at 

P a g e 37 - 

Lord Lytton’s words would seem rather unjust to the 
memory of that great artist, Antonio Canova (1747-1822) 
written twenty three years after he had passed away. In 
congratulating Gibson that his gratitude to Canova did not 
blind him to the superiority of Flaxman he was probably 
unaware that Canova had given Flaxman the highest pos- 
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sible praise in the memorable words:—“You come to 
Rome to admire my works, while you possess in your own 
country, in Flaxman, an artist whose designs excel in clas¬ 
sical grace all that I am acquainted with in modern art. ” 
A complete life of Flaxman has long been wanted. That 
well known accomplished author (and sculptor)—Lord 
Ronald Sutherland Gower; than whom no one is better 
qualified to undertake the task : has, for some tirqe been 
engaged upon this work. From his lordship’s known 
appreciation of Flaxman the book is likely to be ratified as 
the standard one upon this fascinating subject. 



William Hackyvood. Designer and Modeller. 
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Professor Church, in his excellent monograph, “ Josiah 
Wedgwood ” (1908), gives the following list :— 


List of the chief modern artists whose designs or 

MODELS WERE USED BY WEDGWOOD. 1 


Angelini, (Rome 1787). 

Astle, Thomas ; 1735-1803. 
Bacon, John ; 1740-1799. 

Barret, George, R.A.; 1732- 

1784. 

Beauclerc, Lady Diana ; 1734- 
1808. 

Burch, Edward, (1772). 

Coward, John, (1768). 
Dalmazzoni, Angelo, (Rome 
I7.87-I795)- 

Dassier, John ; 1676-1763. 

2 Davaereor Devere, John,(Rome 
1788-1794). 

Flaxman, John, R.A. ; 1755- 
1826, (1775-1795). 

Fratoddi, (Rome 1787). 

Gosset, Isaac ; 1713-1797. 
Gosset, Matthew ; 1683-1744. 
Grant, B., and Hoskins, James, 

(1774). 

Greatbach, William. 

Hackwood, William, (1770). 
Landre, Mrs., (1769-1774). 


LeBrun, C.; 1619-1690. 

Lochee, John-Charles, (1787). 
Mangiarotti, (Rome 1787). 
Manzolini, (Rome 1787). 

Nini, Jean-Baptiste; 1716-1786. 
Pacetti, (Rome 1787). 

Parker, Theodore, (1769). 

P’ n go, T., (1769). 

Reynolds, Sir Joshua, P.R.A. ; 
1723-1792. 

Roubiliac, L.F.; 1695-1762. 
Smith, Joachim, (i 773 ” I 775 )- 
Steel, Aaron, (1784). 

Stothard, Thomas, R.A.; 1755- 

1834- 

Stubbs,George,R.A.;1724-1806- 
(1780-1790). 

Tassie,James; 1735-1799,(1769- 
1774 ). 

Tebo, (1775). 

Templeton, Lady, (1783). 
Webber, Henry, (Etruria 1782). 
Wilcox, Mrs., (1769-1776). 


“Amongst other names of painters,designers, and modellers 
which might have been included in the above list are those 
of Boot, Miss Crewe, Denby, Holinshed, Keeling , 6 Richard 
Parker, P. Stephan, Ralph Unwin, and Edward Watson. 
In a considerable number of cases, extant productions of 

1 (Dates in brackets refer to years in which the several artists arc known to have been 
working for Wedgwood.) 

2 Davaere is said to have afterwards lived at Etruria, still working for Wedgwood. 

3 Keeling was a clever artist and modeller, who worked at Etruria for many years. His 
special forte being Busts and Figures. The statuettes of Voltaire and Rousseau are his 
work. 
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Wedgwood’s factory can be definitely assigned to many of 
the artists whose names are here recorded. ” 

Professor Church’s list might be added to. Mr. R.T.H. 
Halsey, in his finely-illustrated article, “ Josiah Wedgwood, 
American sympathiser and portrait maker, ” in Scribner’s 
Magazine, December, 1907, mentions Caffieri as modeller 
of a portrait of Franklin in Wedgwood, a portrait of Wash¬ 
ington, as from Joseph Wright, and the fine portrait of 
Franklin, (called “ Fothergill ” by Miss Meteyard) as 
modelled by the gifted American artist Mrs Patience Wright, 
well-known in London at the court of George III. 

William Hackwood, one of the best portrait modellers of 
his time, worked during most of his life at Etruria. He 
made a superb portrait of the Rev. William Willett, who 
married Wedgwood’s 
favourite sister: a rare 
example of this portrait 
in green jasper is in 
the museum. On this 
portrait, Wedgwood 
writes to Bentley, July 
5,1776, “ I send you 

this Head of Mr.Wil¬ 
lett as a specimen of 
Hackwood’s portrait 
modelling : a stronger 
likeness can scarcely be 
conceived. You may 
keep it as the shadow 
of a good Man who is 
marching with hasty 

strides towards the Rev. W. Willett. 

Land of Forgetfulness.” Modelled by Hackwood. Green Jasper , No 102. 






Josiah Wedgwood II. 



Josiah Wedgwood III. 




PARTNERS AND DIRECTORS 


OF THE FIRM OF JOSIAH WEDGWOOD AND SONS, 
SUBSEQUENT TO THE FOUNDER. 


John Wedgwood, Josiah Wedgwood (II) and Byerley 
Josiah Wedgwood (II). Retired 1841 
Josiah Wedgwood (II) and Sons 
Josiah Wedgwood (III) 

Francis Wedgwood 
John Boyle .... 

Robert Brown .... 

Godfrey Wedgwood, son of Francis Wedgwood 
Clement Francis Wedgwood 
Lawrence Wedgwood, son of Francis Wedgwood 
Cecil Wedgwood, son of Godfrey Wedgwood 
Francis Hamilton Wedgwood, son of Clement Francis) 
Wedgwood. ...... j 


1800 
1810 
1825 
about 1840 
1820-1870 
1843-1845 
1846-1859 
1851-1889 
1860-1889 
1865 
1882 

1889 


The firm was incorporated under the title of Josiah Wedgwood 
and Sons, Limited. 1895. 


FRANCIS WEDGWOOD, Esq. AND GROUP. (Page 47.j 

This interesting photographic group of Wedgwood’s 
grandson, Francis Wedgwood, Esq. and nine of the old 
workmen, was taken in 1859. The sitting portraits, from 
the left are : Moses Brownsword, gilder and liner; Enoch 
Keeling, cashier ; Francis Wedgwood, Esq.; William Stan¬ 
way, kiln fireman ; Thomas Mason, O.W. sliphouse man. 
The five standing figures—from the left are : James 
Boulton, glost-oven fireman; William Adams, manager of 
O.W. works ; John Adams, presser and C.M. maker; John 
Finney, glost-oven placer ; and Benjamin Lovatt, bisque 
oven fireman. The average service of these worthy men at 
Etruria, was 541 years. 





4.6 PARTNERS AND DIRECTORS 

Upon the occasion of a dinner given to Thomas Adams 
who had completed fifty years service, William Stanway 
said in his homely Mercian English :—“ I have worked 
fifty years and more with the Wedgwoods. I have known 
the great Josiah, his son and his grandson, Mr. Francis and 
Mr. Godfrey now present. They never spoke but scarcely 
to me. I have done my duty ; I do not know if they were 
satisfied with me. I have never received a reproach in my 
life ; but what I can say is this—that I have been satisfied 
all my life with them. ” 

This is a tribute to the old-time cordial terms between 
employer and employed, and the same consideration is still 
rendered by the present firm to their servants. Evidently 
“ too old at forty ” was never acted upon at Etruria, at any 
time : for the number of old workmen, succeeding to their 
fathers’ work, is a pleasing feature of the pottery to-day. 
The writer has known the historic pottery, some thirty-five 
years, in the capacity of traveller, agent and customer. 
But the familiar sight of one partner and many old work¬ 
men, still busy with their daily occupations—as when he 
first entered, tends to make him consider, he is yet but 
a junior. 

Flaxman, when designing the charming classic monument 
to a lady, renowned for her benevolence.—Anne Lady 
Clarke, (1742-1800) for the Abbey Church, Tewkesbury 
selected the divine words:—“ But the greatest of these is 
Charity. ” Even our Charles II when an exile in Holland, 
could admire and praise the excellent Dutch charities, 
remarking that charitable people and charitable nations 
were always prosperous, as they deserved to be. The 
opinion of the monarch, who had the reputation of never 
saying a foolish thing and never doing a wise one was not 
without reason. We see to-day that the capital expended by 
those benevolent employers of labour who look after the 
well-being and material comfort of their workmen appears 
but to add to the stability of the firm. 



Francis Wedgwood, Esq. and Modellers. 1859. 









WEDGWOOD’S IMITATORS 


CONTEMPORARY AND LATER. 

/ 

T HE extraordinary success of Wedgwood’s useful and 
decorative pieces, had the natural effect of tempting 
other potters to copy his designs, materials, and 
colours. Imitation is said to be flattery, but it must have 
been a serious annoyance to find, that after years of exper¬ 
imental efforts, at unlimited expense, and worry : your 
rivals promptly copied the perfected result, and stamp their 
own name upon the copy. 

Wedgwood’s best patrons were the wealthy art-lovers of 
France, during that brilliant period for fine art-production— 
the reign of Louis XVI. So great was the demand for his 
fine vases, plaques and medallions, through the medium 
of his Paris agents the state-aided factory of Sevres suffered 
serious loss of trade and was compelled to take steps to 
counteract the demand for the English productions. Sevres 
promptly made vases, plaques and medallions in bisque 
porcelain, with white reliefs—the field being the familiar 
Wedgwood blue and his other well known colours. To their 
credit, they did not copy Wedgwood’s relief subjects, but used 
their own designs by their modellers, in the same classic taste. 
Vast quantities of the plaques and medallions must have been 
produced, for the French palaces in Paris and the provinces 
contain many fine cabinets mounted with Sevres plaques. 

Other continental factories as Dresden, Furstenberg, 
Buen Retiro and others followed the same methods, but, 
perhaps the worst offenders were Wedgwood’s neigh¬ 
bouring potters in Staffordshire. The list of these manip¬ 
ulators is a lengthy one. Turner, Adams, Neale, Palmer, 
and some twenty other potters offending in the same 
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manner, making imitations of all kinds for the home 
trade and export. Wedgwood’s letters at this period often 
refer to this trouble and the unscrupulous dodges adopted 
to secure new patterns from the show-rooms. He could 
only take ordinary precaution. There was no copyright 
or registration of designs at that period. 

Clever as some of these contemporary piracies are—even 
prompting some young collector to say:—“ So and so’s ware 
is quite equal to Wedgwood ” etc., etc.: they are, of course 
inferior to the originals. A clever copy of some great 
picture, may have the same decorative value as the original, 
but the power of invention and conception given to the 
creative genius is forgotten. It is certain that had there 
been no Josiah Wedgwood and his beautiful works—the 
imitations and copies would not exist. 

It is curious to find that copies of these imitations are 
still being reproduced. In Paris, some few months since, 
the smaller art-dealers’ shops were well supplied with blue 
and white medallions, looking like Wedgwood—at a 
distance. Upon inspection these were found to be of 
bisque porcelain, with blue grounds, white reliefs, and 
the workmanship a libel upon anything ever produced at 
Etruria. To make them genuine and above suspicion, 
some were carefully stamped with the impressed mark 
“ wedgwood ” and also the usual Sevres, double L. 
cypher, in blue, put on with rubber stamp so that the 
buyer could take his choice as to the origin of the fabric. 

In England, also, one occasionally meets with pieces in 
the form of inkstands, ash-trays, mustard-pots and the like 
in coarse blue and white stoneware, with plated mounts. 
But such examples are not. likely to deceive any serious 
collector—if he is not easily pleased. All is not gold that 
glitters, much of the imitation blue pottery, with white 
reliefs, that is offered for sale is not Wedgwood, and the 
quality of the workmanship does not warrant its being 
considered as a colourable imitation. 


THE REPRODUCTION OF OLD 
WEDGWOOD EXAMPLES. 


“ Those who duly consider the influence of th t fine-arts on the human 
mind , will not think it a small benefit to the world, to diffuse their produc¬ 
tions as wide, and preserve them as long, as possible. The multiplying of 
copies of fine work, in beautiful and durable materials, must obviously 
have the same effect in respect to the arts, as the invention of printing 
has upon literature and the sciences : by their means the principal 
productions of both kinds will be for ever preserved, and will effectually 
prevent the return of ignorant and barbarous ages. ” 

Josiah Wedgwood : 

Catalogue of 1787. 


T HE reproduction of well-known ceramics, made and 
sold as reproductions —not issued with false marks 
and other indications to deceive collectors is legit¬ 
imate and customary with many celebrated potteries, at 
home and abroad ; the factory of origin having the first 
claim to reproduce choice examples created by their ancestors. 

The modern firm of Josiah Wedgwood and Sons, Ltd : 
direct descendants of the great potter, give much careful 
attention to this matter. They possess the advantage of 
every possible appliance and material with modellers and 
workmen of life-long experience, and moreover with the 
old traditions of manipulation. The firm undertake the 
charming cream-colour Queen’s ware for table use with 
hand-painted and other borders, in the style in vogue from 
1740 to 1795. Vases and other decorative pieces in the 
same material. The black basalte and the fine jasper in 
every variety of form and colour, in any desired design 
or pattern. A fixed estimate of cost can be given. So 
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excellent are their reproductions, they are frequently 
offered and sold by ignorant or scheming dealers as 
“ genuine old Wedgwood. ” 

In the writer’s experience, he has met with more than 
one collector of Old Wedgwood who began forming their 
collections with a few pieces of the modern manufacture, 
the knowledge thus acquired being far more effective 
than any obtained from the study of books, photographic 
or other illustrations. However excellent an illustration 
may be it does not guide the young collector, as to the 
quality, colour or texture of the ceramics represented. 

A visit to the well-arranged show rooms at Etruria will 
enable visitors to judge of the quality and immense variety 
of the reproductions of these historic ceramics. 


TECHNICAL OR TRADE TERMS 


USED IN THIS CATALOGUE. 

B asalt, Basalte or Basaltes. As described by Wedg¬ 
wood : “ a fine black porcelain bisque , of nearly the 
same properties with the natural stone. It receives 
a high polish, serves as a touchstone for metals, strikes fire 
with steel, resists all the acids, and bears, without injury, a 
stronger fire than the basaltes itself. ” 

Body. A potter’s term for clay or other material, either used 
by itself or mixed in any proportion, for any required purpose. 

C.C. The potter’s abbreviation of “ cream colour ” or 
Queen’s ware. Glazed earthenware of various tints. The 
name Queen’s ware was given by Wedgwood in compliment 
to Queen Charlotte. Many undoubted but unmarked 
pieces, made at Etruria are often described as “ Leeds. ” 
Can or Coffee-Can. An old potter’s term for the 
mug-shaped cylindrical cup used for coffee, and still in use. 
Wedgwood and other potters frequently made one saucer 
do duty for both the tea and coffee-cups. Many old services 
would be complete with, say, twelve tea-cups, twelve coffee- 
cans, and twelve saucers. 

Crystalline. An early variety of Wedgwood in terra¬ 
cotta, c.c. and other bodies painted and glazed to represent 
natural stone as jasper, agate, porphyry, &c .; chiefly in the 
form of antique vases, but examples of inkstands, bulb vases, 
flower pots, and other pieces exist. 

“ Engine turned. ” Wedgwood’s description of the early 
vases and pedestals, finished upon the lathe. The “ potter’s 
wheel” one of the oldest industrial appliances is but a primitive 
lathe. Wedgwood used the lathe for ornamention of his 
vases &c. in various flutings, mouldings and other ornaments. 
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Gadroon. A term used by the silversmiths in the seven¬ 
teenth and eighteenth centuries for the incised an'd serrated 
edges of plates, borders of vases, &c. Many of the early 
pottery plates were copied from silver plate models and the 
gadrooned edge was finished in colour or gold. 

Granulated. A dotted finish found chiefly in the blue 
jasper, somewhat resembling the surface of Morocco leather. 
Its effect is similar to frosted or dead metal, and of great 
value for contrast in relief work. 

Jasper. The material perfected by Wedgwood from 
1775 to 1779, in which all his fine ornamental pieces were 
produced. This body has the property of incorporating 
the colour in the mass. It was so named from its density, 
being as readily polished on the lathe as the natural stone. 

Laminated. An effect produced upon the bevelled edges 
of plaques and medallions by the introduction of a thin, 
darker layer in the centre, the edges afterwards polished. 
In a few instances the lamination extends entirely over the 
field, but is only visible when the relief has been cut away 
at the back, to prevent damage in firing. The effect is 
similar to a shell cameo of two or three strata. This 
process, granulation and others, was one of the many 
inventions of Josiah Wedgwood to improve the jasper. 

Lustred. A well-known decoration, to represent various 
metals. Gold, silver, copper, &c. 

Lustres. The term used for the metal gilt candelabra 
formed of Wedgwood’s cylinders, mounted by the Birming¬ 
ham manufacturers with ormolu and cut-glass drops. 

Pedestal. The base on which a statue or bust rests. A 
separate stand for a vase. Wedgwood made them in every 
form—square, cylindrical, and oval, in all materials. 

Plinth. The base, usually square, of a vase, fixed to the foot 
by screws. The plinth of a Wedgwood vase is a very important 
part of the effect—always in harmony and in right proportion. 

Solid and Dipped Jasper. The earlier jasper pieces in 
various colours were made in ‘ solid ’ jasper, i.e. the colour 
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was mixed in the mass, and the - white relief applied above. 
Wedgwood, however, found certain difficulties in firing, the 
surface being of an irregular dark colour in one part, and 
lighter in another. He then adopted a process of making 
the piece in the uncoloured white jasper, ‘dipping’ the 
surface only with the colour. A great improvement—but 
he raised his prices fifty per cent, for the new process. 

Tri-colour. In the jasper vases the ground may be 
pink, the borders green, the reliefs white, or varied at 
discretion. In some fine medallions, the field is of pink, 
green, black, or other colour—the border upon another 
colour ; reliefs in white. The beautiful tri-colour pieces 
were not made before 1790. 

Trial. A technical term for an experimental piece, 
chiefly used to try the effect of the kiln fire, and to ensure 
the proper proportion of clays and colours. Such pieces 
were not intended for sale, but to be kept for future reference. 
Portraits, plaques, and medallions exist in Wedgwood, 
sometimes inscribed by his own hand, with the proportion 
of ingredients used. Some hundreds are exhibited in the 
museum. A portrait of Linnaeus has, ‘ I of O wind M, and 
I of N wind M. ’ This may refer to material ground in the 
wind mill, designed and erected by Brindley about 1756. 

Waxen Jasper. —The technical name for a somewhat 
rare body. The material is of a dense porcelain character, 
highly fired and nearly vitrified, the reliefs having a smooth 
surface as if glazed. This pleasing variety of the jasper, 
belongs to the early period and is not often met with. An 
old modeller at Etruria, admiring a specimen, remarked 
that “ Josiah put butter in his paste. ” 



The seal of Josiah Wedgwood. 









Penelope and her Maidens. By Flaxman. No. 12. 


ORIGINAL DESIGNS FOR THE PLAQUES, 
MEDALLIONS, RELIEFS OF VASES, Sfc. 


T HESE valuable original designs in wax were made 
to the order of Wedgwood, by Flaxman, Pacetti, 
Dalmazzoni, Davaere, Webber, and other cele¬ 
brated artists of the time. Flaxman resided in Rome 
from 1787 to 1794, and appears to have given general 
supervision to the modellers engaged upon them, who 
worked in Flaxman’s studio. He not only supervised, 

but, as he stated, completed 
them to suit Wedgwood’s 
He wrote 
say it would 
take him at least a fortnight 
to finish a design, after Pacetti 
had done with it. Webber 
was sent from Etruria to 
Rome to assist,when required. 

The very graceful design 
by Flaxman “ Penelope and 
her Maidens ” : illustrated 
above, is one of the gems re- 

From the antique roman bas-relief it 

in the British museum. cently discovered at Etruria. 



requirements, 
from Rome to 
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The only example in jasper, at present known, being 
in the Sanderson collection. For comparison, is inserted 
a block illustration of the same subject of antique Roman 
work in the British museum. The block is from Smith’s 
Classical Dictionary, kindly lent by Mr. Hallam Murray. 
The Flaxman rendering of this subject may justify 
Canova’s estimate of the artist :—“ You come to Rome 
to admire my works, while you possess in your own 
country, in Flaxman, an artist whose designs excel in 
classical grace all that I am acquainted with in modern art.” 

CASE No. 

1. Eleven original wax reliefs for the Portland Vase, modelled 

by Henry Webber, (died 1826) VII 

2. A series of one hundred and twenty-six wax portraits 

and classic medallions, chiefly of the xvmth century. These 
were used by Wedgwood’s modellers as guides for their 
designs. Some are signed by J, and M. Go.sset, Five of the 
heads of the Popes are included. 

Lower cases III. IV 
V. VI 

3. Seven original models of the Chessmen, probably by 

Flaxman. IX 

4. Orestes and Pylades. Original wax by Flaxman, on slate. 

9J x 26 in. XX 

5. The Rape of Persephone. Modelled by Angelino, on slate. 

7 x 26 h in. „ 

6. Pour figures and two horses. Red wax. 3JX4. „ 

7. Pour figures and a horse. 3JX4. „ 

8. Pour figures. „ 

9. Pour figures and two horses. 4 i>< 4 - 

10. Six figures and a horse. 44x4. „ 

Nos. 6, 7, and 8 of the above subjects are taken from the Sacrifice of Iphigenia 
upon the Severus sarcophagus in the Capitol Museum at Rome, which contained the 
original Barberini or Portland Vase. The other two subjects are the end reliefs from 
the same sarcophagus. 

11. Five hoys dancing and Cupid with a bow. On glass. XX 

12. Penelope and her maidens. By Flaxman. The original 

wax design. On slate. 7x10Jin. ,, 

13. Sir Isaac Newton. High relief, the field in wax, probably 

taken from a bronze of the period. ,, 

14. “ Blind man’s huff. ” By Flaxman. On slate. 3JX14J „ 
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CASE No. 

15. Six designs in wax, on glass. Victory inscribing the shield, 

a maiden and Poor Maria by Lady Templeton, Three Cupids, 
a scroll ornament and a vase. XX 

16. Antique gems. A large series of 103 impressions from, in red 

sealing wax, probably supplied by James Tassie, „ 

17. Priam begging the body of Hector. On slate, modelled in 

Rome from the Severus sarcophagus 8 X 30 in. XIX 

18. The Sacrifice of Iphigenia. Six figures from the subject, 

large scale. On slate, 8x8. „ 

19. A male portrait, looking left. On glass, „ 

20. Floating Nymphs or Zephyrs. Seven, on glass. Designed 

by Thomas Stothard, R. A. ,, 

21. Peace preventing Mars from opening the Temple of 

Janus. The original design by Flaxman. 10 x 10J ,, 

22. Mercury joining the hands of England and France. 

The original by Flaxman. 10 X ioi 



Wax-design by Flaxman. Mercury joining the hands of 
England and France No 22. 
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CASE No. 


These fine subjects, Nos. 21, 22, Miss Meteyard says were 
modelled by Flaxman in 1787 in commemoration of the 
commercial Treaty between France and England, March, 
1787 ; an early example of the “ entente cor diale. ” The 
first copies in jasper were given by Wedgwood to Lord 
Auckland, who was appointed Envoy Extraordinary to Paris, 

23. Diana, with the torch. 9^x7^ 

24. Eleven oval portraits :—Washington, St. Vincent, Duncan, 

Lord Auckland, Nelson, three ladies and three other portraits. 

25. Head of a philosopher. Oval. 

26. George Temple, Esq. of Shapwick, County of Somerset, aet. 44. 

Original wax model from life by George Leader, 188 Oxford 
Street. This portrait exists in jasper. Left 

27. Five portraits. Louis XVI, Marie Antoinette, Bailly, (first 

Mayor of Paris), Mirabeau, and a small male portrait. Left 

28. Sealing wax impressions of seals, etc. A selection 

from the orders sent by Thomas Bentley to Etruria for 
reproduction. 


XIX 


III 


XX 


The Choice of Hercules, no. 37. 


PLAQUES OR TABLETS 

W ITH true prophetic instinct, Wedgwood wrote to 
his partner Bentley : ‘ My Tablets only want age 
to make them valuable. ’ These fine productions, 
with the medallions, had Josiah’s first and continued 
attention—from the period of his early labours at Burslem, 
then at Etruria, until the close of his busy life. Commen¬ 
cing with casts from the antique or impressions from 
Tassie’s sulphurs, he was not content until the genius of 
Flaxman, Pacetti, Hackwood, Webber, and the best artists 
of his time made designs for him. His plaques entered 
into the scheme of all art decoration—for the mantel¬ 
piece, ceiling, door, pilasters, and the wainscot on 
the wall. The cabinet-maker used them as inlays, or 
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otherwise applied them to the decoration of furniture. 
They were first made in the terra-cotta and biscuit bodies 
—then but a simple cast from the mould—the field 
coloured by hand with enamel. In due time many im¬ 
provements were carried out in the basalte and jasper 
bodies, all being carefully undercut and finished by the 
modeller. Wedgwood often mentioned the great trouble 
he had with the potter’s work. However carefully the 
plaque was finished in the clay, the colour of the ground 
or field being under the relief was liable to discolour the 
white subject above it. Another difficulty was to prevent 
a thin, quarter-of-an inch, flat plaque curling up under the 
action of the fire. Plaques of the old period of good 
quality are, and have always been, scarce—they were 
not produced by the gross like machine-made tiles.—Some 
of the finest have been removed from mantelpieces and 
furniture, and framed for due preservation. How few of 
these last-century pieces are intact in our day may be judged 
from the estimate that all the known examples of the sub¬ 
ject-plaques in jasper of the best period, i.e. made between 
1773 and 1793, might be easily contained on the existing 
walls of an ordinary art gallery if hung in lines of not 
more than three deep, allowing space between each. If 
arranged on the plan of the annual Royal Academy 
Exhibition, from floor to ceiling, the portraits and basalte 
plaques might perhaps be included. 

PLAQUES : BASALTE 

CASE No. 

29. Demosthenes. Oval. Red-coloured ground. In gem frame of 

the same material. iqix inches, Braxton Hicks Coll . 

These plaques were intended for mounting upon a wainscot 
panel, or to be fixed into a plaster wall. They never bear any 
mark. On Screen 

30. The death of a Roman Warrior. High relief io£xi9f. 

From an ancient sarcophagus at Rome. ” Wedgwood’s 
Catalogue, 178 7. „ 

31. A square Slab or Tablet finely polished by the lapidary, 

6 inches. X 

Found in a drain at Etruria , 1884. 
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PLAQUES : JASPER. 

CASE No. 

32. Convolvolus and Acanthus Scroll. A fine and unusually 
long plaque. Blue ground. Intended for a jamb of a 
mantel-piece. 5f x 29^. 

Marked (twice) wedgwood. (No. 17) On Screen 


33, The birth of Achilles, with Mercury, Amalthea, and attendants. 
Green ground. 5 x iof. An early trial, not marked. 


34 - 


35 - 


36 . 


37 - 


The same subject. Blue ground. 6x 13 J. wedgwood ^ 

& BENTLEY ^ °* 


The Emperor Marcus Aurelius. 

ground, with bevel edge. 6|X5. 


Oval. High relief. Blue 
wedgwood /XT N 

& BENTLEY ( N °' ^ 


Juno. Oval. Blue ground. 8 x 65. 

Sir Richard Tangye Collection. (No. 16). wedgwood (No. 18), 

The choice of Hercules. Oblong oval. Blue ground. 6 J x 9. 

“ Modelled agreeably to Lord Shaftesbury's idea of represent¬ 
ing this subject. ” Wedgwood's Catalogue , 1767. 

wedgwood (No. 18). 


PLAQUES : PATTERN MODELS. 


38. The Centaur Chiron teaching Achilles. 12 inch, I 

Centaur and Bacchante. „ ft 

Polyphemus. „ „ 

Marsyas and young Olympus. „ „ 

Papyrus and his mother. „ „ 

These subjects are taken from Herculanceum frescoes , and are 
numbered 57, 5#, 60, 61, 62 , in the 1789 Catalogue. 

39. Two Bacchanalian figures. From Herculanceum. Originals 

in Lord Lansdowne’s collection. Circular. Ill 

Group of six male figures and a horse. From the Sar¬ 
cophagus in the Capitol Museum. Circular. „ 

Zonos. Oval. 

Venus. Oval, 

Justice & Minerva, Two, oval. M 

Nos. 64, <55, ( 5 ( 5 , 106 & 107, in the 1789 Catalogue. 

40. Floating Nymphs. Oval. From Herculaneum (2). IV 

The Infant Academy, designed by Sir Joshua Reynolds. P.R.A., 

and the Concert, companion subject (2). „ 

Terpsichore, and Perseus and Andromeda (2) „ 

Mucius Scaevola before King Porsenna, and Quintus 
Curtius, (2) ff 
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CASE No. 

The Townley Medusa and Ganymedes feeding the 

Eagle. (2). IV 

Cupid stringing his how, and sharpening his arrow (2). „ 

Melpomene and Hope. (2) 

41. Achilles dragging Hector round the walls of Ilium. 

Flaxman. V 

42. Apollo instructing the youthful Bacchus. „ 

43. Cupid and a butterfly. (2) „ 

44. The genius of Flora, modelled by Theodore Parker, 1769. „ 

45. The birth and education of Achilles (2). „ 

Two of a series of five of this subject. 

46. Apollo and Python. Lower case XII 

47. The judgment of Midas. „ 

48. Octagonal plaque Apollo and Marsyas. Lower case Right XIII 

Apollo and Daphne. „ 

Venus and Cupid. „ 

49. Sacrifice to Iphigenia. 

Diana. 

The end groups of the Severus sarcophagus. Signed, “ Win. 
Hackwood junr. 1797. ” Lower case Left XV 

50. Venus and Cupid. 

The infant Bacchus. Lower case Right XVI 

51. Four plaques of the Seasons. Oval ioJx8J Incised: — 

114. 115. 116. 117." VIII 

52. Peace preventing Mars from opening the Temple of 

Janus. Flaxman, 8£ X 10. IX 

53. Mercury joining the hands of England and France. 

Flaxman, 9x9. „ 

54. The apotheosis of Homer. Flaxman, 9 x 17. „ 

55. The apotheosis of Virgil. Flaxman, 9 x 16. „ 

*** The above four pattern models are the first made from Flaxman’s designs. 

56. Juno, with a staff. Oval 9 x 7^. IX 

57. Hercules and Cerberus and the Nemean lion (two) oval 

8 x 6^. „ 

58. Cupid and Satyr. Oval 7x6, „ 

59. Young Hercules. Square 7^x5. „ 

60. Head of Ceres, probably by Flaxman. Circular 8 in. „ 

*** This fine model was adopted by the French, and from about 1870 appeared on 
the coinage as emblematical of the Republic. 


61. 

62. 
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CASE No. 

A Baccliante. Oval 8f x6J. IX 

Eight models of the plaques :—The dancing Hours, Endy- 
mion on Latinos, The choice of Hercules, Aesculapius and 
Hygeia, signed “ William Hackwood, juiir. 1790 Seven Cupids 
and another subject. East wall 

63. Six models. Gods and Goddesses, Judgment of Paris, Greek 

combat, The Rape of Persephone, Bacchantes (from the 
Borghese vase), and three figures by Flaxman (purchased at 
his sale). East wall 

SLABS IN CRYSTALLINE AGATE 

64. Thirty three square and five oval, “ Trials ” coloured lo 

represent natural stone. Some.are of early date, but the 
ovals are marked. wkdgwood /vr x 

& BBNTLKY (N °' ^ XI 

65. Slabs. Nineteen trials ’* of the colour of natural stone. XII 



Mantelpiece made for Longton Hall. 1777-1779. 

Inserted to slioiv the method of applying the jasper plaques. The fine Carrara 
marble mantelpiece was designed by Flaxman ; the centre plaque of the • •• 
Apotheosis of Virgil being the first made in jasper from his design. 
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The Marriage of Cupid and Psyche. 
From the Marlborough Gem. No. 


MEDALLIONS AND CAMEOS 

T HESE miniature plaques are, in number and variety, 
the most important of all Wedgwood produced. 
The period of manufacture can be traced equally 
with the plaques from their gradual and certain improve¬ 
ments, gained from knowledge acquired in surmounting 
the recurring troubles of the potter with his work. These 
were at first made, chiefly in biscuit and basalte, in series 
such as ‘ Kings and Queens of Asia Minor, Statesmen 
and Philosophers, Heads of the Popes, Kings and Queens 
of England, ’ etc. Intended for the trays of cabinets—the 
subjects taken from medals and similar sources—they 
were not to be compared with the later fine work of the 
Flaxman period. The fine jasper medallions were used 
by the Birmingham and Sheffield manufacturers for 
mounting as jewellery in gold, silver, or steel; for inlaying 
in bon-bon or toothpick boxes, to be sold at home or 
exported abroad. When Wfidgwood could write to his 
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partner Bentley, ‘ We are now absolute with the jasper, ’ 
meaning that he had surmounted all the difficulties, he 
did not rest without further improving his medallions. 
The most beautiful of all were yet to be created—the 
tri-colour examples, where the field is of one colour, the 
border of another. Another advance was the polishing 
of the edges, sometimes laminated, that is, with a darker 
line of jasper showing on the edge, giving the effect of 
a cameo of two strata. His perfect medallion, free from 
all staining of the reliefs, as an example of the potter’s 
handicraft, has never been equalled at any time in any 
country. We yet require some absolute rule as to size 
in classifying medallions. A large cameo may rank as a 
medallion, or a large medallion as a plaque. Wedgwood’s 
opinion of his own work was: ‘ I have endeavoured to 
preserve the style and spirit, or if you please the elegant 
simplicity, of antique forms, and so doing, to introduce 
all 1 the variety I was able; and this Sir William Hamilton 
assures me I may venture to do ... . Was anything of 
consequence done in the cameo or medallion kind before 
you ? In real stones and in imitation of real stones in 
paste, or soft coloured glass, much has formerly been 
done, witness the Portland vase and numberless pieces of 
inferior note. Basso-relievos of various sizes have likewise 
been made of a warm brown earth of one colour; but the 
improved kind of two or more colours, and a true por¬ 
celain texture, none were made by the ancients or attempt¬ 
ed by the moderns that I ever heard of, till some of 
them began to copy my jasper cameos. ’ (Wedgwood to 
Darwin, June 28, 1789.) 


66. Oval frame of 42 “ trial ” and other medallions (38 in 

tri-colour). Centre : a watch back, with reliefs of Phoebus 
meeting the dawn, lilac ground, Zodiac border in blue, and a 
pair of ear-drops mounted in silver; 14 larger, tri-colour with 
borders, subjects : The Cupid market, Sacrifices etc. apd 
25 smaller. OnScreen 
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CASE No. 

67. Oval frame of 34 “ trial ” medallions. Centre: a bracelet, 
formed of 8 medallions mounted in silver, 14 larger, bordered, 
and 12 cameos. On Screen 


68. Oval frame of 31 “ trial ” medallions. Centre: Dr. Solander 

in grey-blue, 15 larger and 14 smaller portraits in grey, pale 
and dark blue and cream-white bodies. 

69. Oval frame of 25 “trial” medallions. Centre : A priestess 

sacrificing, grey-blue, waxen-jasper. Dr. Benjamin Franklin, 
7 other heads in various tints, and 16 small in white. 

70. Oval frame of 25 “trial’’ medallions. Centre: AEsculapius and 

youth sacrificing, Cupid shaving his bow, ^Esculapius, Cupid 
with a wreath, and 6 small cameos, in blue of various tints, 
11 in cream, white etc.; and a trial piece in basalte of 
enamelled gold flowers. 

71. Oval frame of 33 medallions and cameos in various bodies, 

basalte, blue, tri-colour and white. Centre : A warrior on 
horseback, in white “waxen jasper. ” 


The six preceding frames (Nos. 66 to ji) are selected from other medallions; 
intaglios, etc, given to the Museum by Miss Amy Wedgwood. All were the property op 
Josiah Wedgwood , and kept by him for reference. 


72. Terpsichore. Oval, dark blue, 
ated edge 3f X2J 


A fine specimen with a lamin- 
WEDGWOOD , XT \ 

c (No. 10). 

& BENTLEY v 1 




73 . Square frame containing 50 medallions, in cameo and 

intaglio of various colours. Centre : Peace Art and 
Labour, from clay sent from Sydney Cove, Australia. Dated 
“ Etruria 1789 ” e moj „ 

74 . Nine trays of medallions in cameo and intaglio ; jasper 

and basalte, from Josiah Wedgwood’s collection. Given 
by Miss Amy Wedgwood. XX 


75 . Twenty one trays of medallions, cameos, small portraits 


*ence 


at Etruria. Many have 
the register numbers 
in impressed type, as : ^ 

meaning, middle, top or tiptop of the Biscuit oven. In¬ 
cluded are 10 engraved brass initials for cypher seals of 
which there are complete sets, single and double. 


55 

57 

375 2 

M. B. 0. 

T. B. O. 

T. T. B. 0. 

3 6 95 

3693 



XIX 


75A, Jasper Trials, &c, A very large series of various oven trials in 
jasper and other bodies for testing experiments in texture and 
colour for plaques and medallions. XIX 

76. Square frame containing 15 early “ trials ”, many 
blistered or damaged in firing. The subjects are : Diomedes, 

A Satyr, Sacrifice to ^Esculapius, Hercules and lion, Hope, 

Pompey, Caesar, Sir Isaac Newton, (centre), Io, Diomedes, 

(waxen jasper) Atlas and globe, Youth playing pipe, and 
Cupid shaving his bow. All of the early period but none are 
marked. On Screen 
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CASE No. 

77 . Oval frame containing 25 medallions, chiefly “ trials. ” 

Centre : iEsculapius and Hygeia, Apollo (3). Small heads of 
the Medusa &c. in various tints. Ten are marked with type or 
written with formula memoranda as “ 1 colour 605+25 clay ” 

“No. 18 ” “ No. 26 ” “ W.A. ” The centre medallion is 
marked B. wedgwood n ~ 0 

& BENTLEY (Na IO )‘ On Screen 


78. Oval frame of 29 “ trial ” medallions. Centre: Cleopatra, blue 

ground ; The Strozzi Medusa, grey-blue : Two male and 
two female heads and the Marriage of Cupid and Psyche, in 
waxen jasper; A polished intaglio of a shield on white jasper, 

Hack wood’s Seal of the Slave &c. &c.. Twenty-two are 
incised at back with the formula used as “ Last mixture of blue 
and white ” “ 2 fine white and 1 of flint ” “ 1951 ” 

“ T. T. B. O. ” “ Colour 429 mixt. 25 to 1 ” &c. &c, ,, 

79. A Series of Thirty-eight jasper “ trial ” medallions, 

on black and blue grounds, with white and coloured reliefs. 

Used in the production of the “ first-fifty ” Portland Vase. 

Lower case VIII 

80. Fifty-five white jasper cameos of the Kings of France. 

Lower case Left XIII 

81. Seals : Two shanked jasper with initials in intaglio. XIV 

82. Square frame, containing seven of the Muses : —Thalia, 

Calliope, Terpsichore, Melpomene, Erato, Euterpe, Clio, and 
Apollo, each 3f. OnScreen 


*** The Muse inscribed ** Calliope ” is probably misnamed. She is usually called 
Polymnia. 


MEDALLIONS : PATTERN-MODELS &c. 

83. Thirty-three seal-handled patterns, including Josiah 

Wedgwood’s seal ; for producing cameos and intaglios. Ill 

84. Thirty seal-handled patterns for the cameos and inta¬ 

glios. V 

85. Two hundred and twenty-five moulds for the production 

of medallions in cameo and intaglio. Including 7 Seals of the 
Slave:—“ Am I not a man and a brother,” modelled by William 
Hackwood, and given to the Slave Emancipation Society by 
Wedgwood. Lower cases I. II. Ill 

86 . Sixty-four models of Roman Philosophers, Emperors 

and Empresses. Lower case XI 

87. Twelve models of the Caesars. Lower case XII 

88. A Tablet of nine medallions :— Diomedes, Cupid shaving 

his bow, Cupid with a bird, Cupid and bow, and a rough 
study of Cupid with a wreath. „ 


yo MEDALLIONS AND CAMEOS 

89. Four medallions :— Jupiter, Apollo and Marsyas, The Wrest¬ 

lers, and a Satyr and two Nymphs. Lower case Right 

90. One hundred and thirty impressions of antique gems, 

in red plaster. Lower case Left 

91. Cupid on a lion or The power of Love ” Lower case Right 

92. Sixteen fine medallions, including The Muses watering 

Pegasus, Peace Art and Labour, Coriolanus etc. etc. 

93. Ten medallions etc. from designs by Lady Templeton. 

Lower case Left 

94. Twenty-one medallions etc. including Cupid on a lion. Mar¬ 

riage of Cupid and Psyche etc. Lower case Right 

95. Twelve medallions of the Signs of the Zodiac. 

Lower case Left 

96. Sixteen designs of Horses, by George Stubbs, R.A., probably 

intended for the large buttons in the fashion of the period. 

97. Thirteen models for medallions. Lower case Right 



CASE No. 

XIII 

XIII 

XVI 

}) 

XVI 

XVII 

XVII 

J) 

XV 


The Cupid market. Designed by Constant. No. 66 . 



Dr. Erasmus Darwin. Nos. 98, qg . 


PORTRAITS 

OR ‘HEADS OF ILLUSTRIOUS MODERNS’ 

T HE portraits are not the least interesting of Wedg¬ 
wood’s work. They include kings, queens and 
princes, statesmen, and other celebrities of the 
eighteenth century, and others only ‘illustrious’ from the 
fact of being honoured with a Wedgwood portrait. The 
Catalogue of 1787 enumerates 229 separate portraits ; but 
it is doubtful if half that number would be collected after 
long search, good examples rarely coming into the market. 
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72 

But this list includes ‘ series, ’ as the English poets, from 
•Chaucer to Swift ; French poets, from Moliere to Racine ; 
painters, from Da Vinci to Maratti, reproduced from 
bronzes or other sources, none of the series equal to the 
subjects produced by Wedgwood’s modellers. Some of 
the finest portraits, as the Duke of Bridgewater, Pitt, and 
the King of the Two Sicilies, are in very high relief. 
There are also seven very large portraits (io|-x 8 inches) 
in blue and white, marked Wedgwood and Bentley, of 
Sir Joseph Banks, Capt. Cook, Dr. Solander, Dr. Priestley, 
Sir W. Hamilton, Sir Isaac Newton, Benjamin Franklin, 
and Boyle. The relief of these portraits is often 12 inches 
from the field, the back of the relief being entirely cut 
away to avoid damage in firing. These large portraits 
are very scarce, some eight or nine fine examples being 
destroyed in the disastrous fire at the Alexandra Palace, 
some thirty years since. Wedgwood at first relied upon 
models made by Tassie, Gosset, and other artists, but 
later Flaxman was the chief modeller, whose hand is 
easily traced in the finest. Hackwood and Webber also 
modelled some good portraits for reproduction. They 
were made in the black basalte and in the jasper of all 
colours, with white relief. It is difficult to identify 
some of the subjects—the original moulds not existing at 
Etruria. Probably many of these unknown portraits 
were made to private order, and not intended for sale. 
As a faithful likeness, in a durable material—involving 
no question of retouching or doubt as to period—Wedg¬ 
wood’s portraits are certainly worth the attention of the 
National Portrait Gallery. 

98. Dr. Erasmus Darwin (1731-1802). Oval, blue ground. 5^x4. 

wedgwood (No. 18). On Screen 

99. The same portrait, green ground, wedgwood (No. 17). „ 

100, Male portrait, looking left. Unknown. Buff ground, but with 
dark-blue surface. A “trial,” incised at back “ I.M.I.C.I. No 
1559 1 Dish flint in” 2|X2j wedgwood m , 

& BENTLEY ' °' T ” 


IOI. 
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CASE No. 

Square frame containing 14 early “ trial ” portraits. 

In cane colour, white relief. Washington (2) Franklin (2) 

Linnaeus (3) Voltaire and Rev. C. Wyvill (2) Miss Edgworth, 
black ground, white relief, and another, all white; Henry IV. 
blue and white ; a Roman Philosopher, waxen jasper; a blank 
field, and 11 small portraits for rings, in cameo and intaglio. 

Thirteen of the portraits are incised on back with Wedgwood’s 
formula for the body. One (Washington) solid blue body, cane- 
coloured field, has : 
i-M. 
i-C. 

1-N0. i^o 
i-D. flint in 

The small portraits have various memoranda as :— 

3073 A T.B.O. &c. Ten are marked Wedgwood & Bentley. On Screen 

102. The Rev. W. Willett, Wedgwood’s brother-in-law, A fine 
and rare portrait, modelled by W. Hackwood, green ground 
4x3 WEDGWOOD No. 18. ,, 

Given by Lady Farrer. See illustration page 43. 


PATTERN MODELS. 

103. Forty-eight models, in fired pottery of portraits belonging to 

“ Heads of Illustrious Moderns ” Series. Lower cases IX. X 

104. Josiah Wedgwood and Mrs. Wedgwood. Lower case Right XIV 

105. Thomas Bentley, partner with Josiah Wedgwood 1768 to 1780 

in court dress. „ 

106 . Thomas Byerley, partner (Wedgwood and Byerley) from 

about 1790. Lower case Right XIV 

107. John Flaxman, R.A., and Mrs. Flaxman, modelled by 

Flaxman. Circular 6 inches. IX 

108. Flaxman as a youth. By himself 3J. „ 

109. A Statesman of the George II period, in wig and robes, 

oval 7 Jx6. X 

no. Dr. Priestley. The large model. This portrait is usually 
attributed to Flaxman but this model is signed :— “ Cernaclii , 
fecit , ” Circ. 10 in. „ 

in. Two models. Queen Charlotte, Rev. W. Willett. 

Lower case Right XIV 

*** The Queen Charlotte model is attributed to Flaxman but this model is signed 
W. H. (William Hackwood). 


j wash 



Dr. Benjamin Franklin. 


From the model by Nini. 


No. ioi. 



Large Pedestal. For a Vase. Jasper. No 238. 


VASES AND PEDESTALS 

IN CRYSTALLINE AGATE, BASALTE AND COLOURED 
JASPER, CREAM-COLOUR <&c. &c. 

‘ As these are m Y ^test, I hope they will be found to be my most 
impioved woik. Verbal descriptions could give but an imperfect idea 
of the delicacy of the material, the execution of the artist, or the general 
effect; and I must therefore beg leave to refer those who wish for 
information in these respects to a view of the articles themselves.’— 
Wedgwood : Introduction to the Jasper Vases, Catalogue of 1787. 

T HE c Old English Potter’ created many original, 
often quaint, objects in pottery: large dishes for the 
dresser, vessels for wine and beer, tankards to drink 
from; the costrel, or bottle, for the pilgrim wayfarer or 
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labourer. But he did not give much thought to the ornamen¬ 
tal character of his work; content to repeat the time-honour¬ 
ed and orthodox patterns of an earlier age. The Anglo- 
Roman potter, in addition to his useful ware, made vases 
for decorative use—his best patron the wealthy inhabitant 
of the country villas, who also imported the fine red pottery 
made in Gaul and Germany. From the end of the 
Roman occupation until the sixteenth century, we have 
very little evidence that pottery for ornamental use was 
made at all. The sculptor and carver completed his work 
in the precious and other metals, marble, stone, or wood. 
Until Italy sent us its Urbino ; Spain, its lustred ; Holland, 
its blue delft pottery and imported porcelain from the 
East; the English potter confined his enterprise to useful, 
household ware. It may be noticed, in any collection of 
old pottery, that very few pieces can be classed as orna¬ 
mental. Josiah Wedgwood appears to have been the first 
English potter, from the Roman time to the first quarter 
of the eighteenth century, to produce vases for decoration 
alone, perhaps inspired by the taste of his time : Chelsea, 
Worcester, and Derby were then only commencing the 
manufacture of fine porcelain. The young man of title 
or position always made the grand tour, and usually brought 
back with him pictures, bric-a-brac , Etruscan or Greek 
vases. Sir William Hamilton, Count Caylus, and other 
enthusiasts were publishing books illustrating the antique 
vases, and so - fostering the taste for antique art. By this 
fashion of the eighteenth, we of the twentieth century 
benefit by inheriting in our museums and private collec¬ 
tions the art then collected. The earliest of Wedgwood’s 
vases were for use, although more or less ornamental. 
The pot for growing bulbs or roots, the ‘ bough pot ’ to 
contain cut flowers for the hearth in summer, were often 
vase-shaped. Later, he produced vases in the crystalline 
agate, or imitation of natural stone, the black basalte, plain 
or enamelled in the Etruscan manner ; continuing this 
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manufacture until he invented the beautiful new material 
—-jasper. The vases now made were only possible in this 
body, allowing for every variety of colour and relief. 
Wedgwood’s jasper vases have always been admired and 
treasured, as work of so graceful a character deserves to 
be. Ceramic and other art-work, wherever produced, 
is not always equal : the early, middle, and later periods, 
being well marked and distinct, telling the story of its 
rise, improvement, and decline. Wedgwood’s vases, from 
his earliest essays to his latest successes, are all good in 
form, the potting perfect, the design graceful, the colour 
always in harmony. If Josiah ever made, or sent out 
from Etruria, any vase that could fairly be called ugly, 
deficient in grace or beauty, the writer of these notes has 
yet to see—after thirty-five years ’ consideration of the 
subject—such an example. 


VASES. &c. BASALTE. 


H3- 


114. 


US- 

116. 


CASE No. 

Large vase, with festoons of drapery hanging from rings. 

Pierced at base for a tap. 13J. VIII 

Vases : a pair. Fluted leopard’s head-handles, laurel and other 
borders 16 J. One marked, wedgwood /xt x 

. & BENTLEY ^ N ° ?>* ” 

the other wafer-stamp (No 6). 

Fluted Ewer Vase, mask under handle, laurel border 11^ in. 

WEDGWOOD /vr v , rTTT 
& BENTLEY T°- 7 )- VIII 

Plain Vase, with two handles, 8Jin. wedgwood (No. 20).•» ,, 

Fluted Vase and Cover, festoon border, horned mask 
handles, acorn on cover 7^ in. wedgwood /x , ' 

& BENTLEY ” 


117. Vase with three handles, Incised “ 170” 7 in. 

wedgwood (No. 20). 

118. Fluted Vase, festoons of laurel, two handles, 5 in. 

wedgwood (No. 16). 

119. Vase and Cover, oblong oval, supported by two Sphinx, on 

square plinth with key border. The vase has swans-head 
handles and reliefs of ribbon ornament ; Head of Medusa 
underneath, plinth 13! X 7^ in. Vase 16J in. high. Unmarked. 


120. 


Vase : fluted, festoons of laurel &c. 7 in. 


wedgwood 

& BENTLEY 


(No. 10). 


)) 
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121, 

122. 

123. 

124. 

125 . 

126. 

127. 

128. 

I29. 

13 °. 

I 3 I- 

132. 

133* 

134- 

135- 

136. 


CASE No. 


Vase : fluted top and foot. Reliefs of Autumn and Winter, 
Handles wanting 6 f in. wedgwood , 

& BENTLEY ' ‘ '* 


VIII 


Vases : (two). Acanthus and reeded borders, handles wanting 
7f and 7J in. 

& BENTLEY 


WEDGWOOD /vr \ 
& BENTLEY ^ 


Ewer Vase : with handle over all, and kettle spout, Reliefs of 
Boys as Geographers, Arts and Sciences &c. 10^ in. 

WEDGWOOD' x 

& BENTLEY 7 

Vase : fluted at foot, borders of drapery, festoons &c. 4I in. 

WEDGWOOD /vr \ 

& BENTLEY ^ 

Vase : straight and fluted curves, scroll handles, festoons of 
drapery. 10J in. wedgwood v 

& BENTLEY ^ 

Vase : fluted and arabesque scrolls with two Cameo reliefs, 
handles &c. iof in. wedgwood ^ 

& BENTLEY ' ' 

Vase : fluted, mask handles, festoons of vines and fruit 8^ in. 

wedgwood /vr \ 

& BENTLEY ^ N0 - 

Vase : fluted, goats-head handles, festoons of laurel &c. 8£ in. 

wedgwood /vr \ 

& BENTLEY ( N °‘ ^ 

Vase : with festoons of laurel and a small cameo in relief 4! in. 

WEDGWOOD (N \ 
& BENTLEY 7) ’ 


Ewer Vase : handle with Satyr’s head 9! in. 

WE 
& BENTLEY 

Ewer Vase : with Satyr’s head and laurel border 8 in 


wedgwood /vr v 

TLEY ( N °- 7 )' 


Vase (a portion of a) : laurel festoons, fluted border &c. 4! in. 

wedgwood /vr \ 

& BENTLEY ( NaII )‘ 

Fluted Vase : reliefs of six Cupids carrying laurel festoons, 
incised ; “ No. 7.”—74 in. wedgwood (No. 19). 

Vase : fluted, on foot, horned mask handles 8^ in. unmarked. 

Vase : of antique ewer form. Masks on back, festoons of 
drapery &c., a dolphin’s tail curved over cover iof in. 

WEDGWOOD ( } 

& BENTLEY v n 

Vase : fluted and banded, scroll handles 4} in. unmarked. 


*37- 

138 . 

i39- 

140. 

141. 

142. 

i43- 

H4- 

T 45* 

146. 

147. 

148. 
i 49 ’ 

150. 

151- 

152. 

153 * 

154 - 

155 - 

156. 
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CASE No. 


Vase : on tripod plinth, festoons of drapery, laurel wreaths &c. 

5^ in. WEDGWOOD 


& BENTLEY 


(No. 7). XIII 


Vase : laurel borders, goats-head handles 44 in. 

WEDGWOOD /vr v 
& BENTLEY ( Nal1 )' 


Vase ; goats-head handles 34 in. 


WEDGWOOD 
& BENTLEY 


(No. 7). 


Vase : fluted top and foot, reliefs of six Cupids carrying laurel 
festoons 6 \ in. 

& BENTLEY 


WEDGWOOD /vr s 

( No - 7 )* 


Ewer Vase: Antique form, fluted, three reliefs of boys playing 
&c. 11 in. WEDGWOOD /vr \ 

& BENTLEY ( N °' 9 )- 


Pastille Vase : tripod form, on three dolphins, pierced cover, 
12 in. high. wedgwood (No. 17). 

Large Vase of Etruscan form, four female masks on handles, 
and projecting swans’heads, 2i| in. wedgwood (No. 18), 

Vase of Campagna or Borghese form, side handles, 
I of in. WEDGWOOD (No. 18). 

Vase : Etruscan form, with handles 13I in. 

wedgwood (No. 19). 

“ Trial ” Vase : tripod form, fluted, supported by three winged 
Griffins, three female figures on cover, nf in. 


“ Trial ” Vase : reliefs of festoons of drapery and mask handles 
6f in. 

Vase : Etruscan form, two handles (107) 9 in. 

Vase : festoons of husks, foliage &c. (376) 74 in. 

wedgwood (No. 4). 

Vase : fluted, a shell at base with two figures of Tritons 9^ in. 


Vases (two) : pillar form, fluted. One with reliefs of “ Blind 
man’s buff, ” the other, festoons of flowers, borders &c ., 6 in. 

Vase : handles of plaited hair, and lions’ heads. Reliefs, Charlotte 
at the tomb of Werther, Boys playing &c., 6f in. 

wedgwood (No. 20). 

“ Trial ” Vase : of Ewer or Bottle form, fluted, with one handle, 

95 in- 


A Cup : of antique form and another of bowl shape, each with 
two handles. wedgwood (No. 20). 


Vase : scroll handles, reliefs of boys playing dice and piping, 
foliage and borders, 9 in. wedgwood (No. 20). 

Vase : plain, with twisted rope handle (121) 9 in. 

wedgwood (No. 20). 


>> 


IX 

X 


)) 


)> 


)) 


>> 

)f 


)) 

>» 


)> 


)) 


)) 


)) 


>> 
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i57- 

158. 

X S9- 

160. 

161. 

162. 

163. 

164. 

165. 

166. 

167. 

168. 

169. 

170, 

171. 

172. 

173- 

174- 

175- 


Vases (two) : fluted, festoons &c., covers and handles wanting 
5& in- WEDGWOOD rN . 

& BENTLEY 1 >' 


CASE No. 

XI 


Small Vase and Pedestal : reliefs of five Cupids carrying 
festoons &c. Pedestal has festoons of aquatic foliage, heads 
of Neptune, &c. ji in. X 

Vase : plain, female heads on handles (to 8) 8 in. 

wedgwood (No. 19). XI 

Vase : plain, beaker form (980) 8f in. wedgwood (No. 20), „ 


“ Trial ” Vase : projecting handles and four female heads, 
in. 

Vase : fluted, frieze of six dancing Hours, of the early model, 
acorn on cover, 7-J in. wedgwood , 

& BENTLEY ^ °* " 

Vase : Etruscan form, (92), 10 in. wedgwood (No. 20) 
Ewer Vase : snake handles, laurel borders and festoons, yk in 

WEDGWOOD /XT v 
& BENTLEY ( N °‘ 7) 

Vase : of bottle shape, festoons of laurel, borders &c., iof in 

wedgwood (No. 20) 

Ewer Vase : mask under handle (262), in. 

& BENTLEY ( N °‘ 7> 

Vase : covered with reliefs, borders of scrolls and foliage (21), 
7 in. wedgwood /vr N 

& BENTLEY 7)- 

Vase : reliefs of boys with butterfly and birds, 8 in. 

wedgwood /vr s 

& BENTLEY ( N °- 11 )• 


Vase : basalte, Painted with figures in red (439), 12 in. 

wedgwood (No. 19). XIII 

Vase : Etruscan form, with handles painted with two figures in 
red, borders &c. 9I in. wedgwood /xt n 

& BENTLEY ( N °' ^ » 

“ Trial ” Vase : Etruscan, painted with three figures in red, 8 in. „ 

“Trial” Vase: Etruscan, painted in white and red, with 
Cupid playing on a lyre, &c., (251) 6 in. „ 


“Trial” Vase : painted in monochrome with male and female 
figures, 7 in. 

“ Trial ” Vase : painted in red, with dancing Nymph (106), 6f in. 

Spill Vases (two): one with borders in white, the other with 
reliefs in red (25), 3f in. wedgwood (No. 20). 
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VASES AND PEDESTALS IN CRYSTALLINE AGATE, 
IN RED TERRA-COTTA, CREAM COLOUR 
AND OTHER MATERIALS 


176. 

177 . 

178. 

179 . 

180. 

181. 

182. 

183. 

184. 

185 . 

186. 

187 . 

188. 

189. 

190, 

1 9 1. 

192. 


CASE No. 

Vase : red terra-cotta, three square fluted pillars with female 
heads, reliefs of Egyptian ornaments in black, 15 in. 

wedgwood (No. 18). IX 

“ Trial ” Vase : festoons of laurel, masks under handles, 
coloured as porphyry 4^ in. „ 

“ Trial ” Vase : red terra-cotta, goat’s-head handles &c., 
coloured as agate 5§ in. , r 

Vase : red terra-cotta, Egyptian borders &c. in black. 

wedgwood (No. 18). „ 


“ Trial ” Vase : brown body, fluted &c., Satyr-head mask. The 

surface painted with white spots (327), 11 in. XII 

“ Trial Vase : Coloured grey-green, 9J in. „ 

“Trial” Vase: fluted, masks and festoons, coloured as porphyry, 
on C.C., 8 in. „ 


Vase or Wine Cooler : in three sections, C.C. plain 13 §• in. 

wedgwood (No. 19). XIII 


Pedestal : C.C., festoons of drapery, key border &c. 

wedgwood /XT \ 

& BENTLEY ( N °‘ ”>* 


Pedestals (two): C.C. round. Incised curved pattern of excellent 
lathe-work, borders &c., 6 in. diam., 6 in high. 


“ Trial: Vase : tall handles with four goats’ heads, festoons of 
drapery &c., red body painted with white spots, marble plinth, 
i6f in. high. 

Vases (five) : of the early period, fluted, coloured light brown 
and glazed. Four are marked. 


Vase “ Crystalline ” : to resemble porphyry, bold festoons of 
drapery and rings in cream colour, basalte plinth, an acorn 
on cover. The largest known vase in this material, 17 in, 

WEDGWOOD r . /xt 

& BENTLEY Waf6r 8feUn P (N °' 6 >‘ 


Vase : solid agate, snake handles, basalte plinth, 5! in. 

wedgwood 
& BENTLEY 


(No. 7). 


)> 


)> 


)> 


XI 


Vase : pillar form, fluted brown and bands of green, 7J in. 

wedgwood (No. 19. 


Vase : fluted, goat-handles, painted as brown stone, 6f in. 

Vase : coloured agate, mask handles, gilt, white plinth, 9J in. 

wedgwood (No. 20). 




>> 

F 
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CASE No. 

193. Vase : coloured agate, three handles, festoons of flowers &c., 

ji in. XI 

194. Vase : Coloured as Serpentine marble, seated female figure on 

cover 9J in. ,, 

195. Vase : coloured brown, Egyptian sphinx heads. ,, 

196. Small Vase: reliefs of Cupids, covered with a deposit of copper, ,, 

197. “ Trial ” Vase : fluted, bands See. coloured as porphyry, 13^ in. ,, 


198, “ Trial ” Vase : on indented basalte plinth, coloured as por- 

phyry, 9 in. 

199, “Trial” Vase: festoons of laurel, edged gold, coloured as 

dark porphyry, 7 in. wedgwood (No. 19). 


200. Tazza : solid agate, basalte plinth 6 in. high. 

WEDGWOOD /vr s 

& Bentley ( No - ?)• 


)> 


201. Vase : red body coloured white spots, festoons and Bacchante 

mask, white plinth in. wedgwood /xt x 

& BENTLEY ( N0 ‘ ”>• 

202. Vases (two) : handles and festoons, coloured as porphyry, 7J in, 

no mark. 

203. Vases (five) : small, white. Probably used as experiments in 

producing the effect of “ crackled ” porcelain. 

204. Pedestal : small, fluted, “ engine turned, ” coloured red with 

dotted border, 4 in. wedgwood /xt n 

& BENTLEY 

205. “Trial” Vase : light brown body, coloured as agate, 9 in. 


XII 


206. “ Trial ” Vase : brown body, coloured on surface, in white 

and green, 5J in. wedgwood (No. 19). 

207. “Trial” Vase: brown body, pierced cover, coloured white 

with veinings in gold, 11 in. wedgwood (No. 19). 

208. “ Trial ” Vase : C.C., pierced cover, coloured brown, io£ in. 

wedgwood (No, 19). 

209. “ Trial” Vase : fluted, on solid red body, “ engine turned. ” 

210. Pedestal for Vase : circular, C.C., with copper lustre borders, 

2\ in. Inscribed inside :—“ Josiah Wedgwood , Feb. 2. 1805” 

wedgwood (No. 19). 

211. Four Covers : for vases or lamps, coloured agate &c. 

212. Vase : C.C., husk festoons and ribbons, coloured green, 11 in, 

wedgwood (No, 19), 

213. Vase : C.C. coloured and marbled, on lavender ground iof- in. 


214. Vase : C.C. fluted, festoons &c., coloured 5J in. 

wedgwogd (No. 4). 
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215- 

216. 

217. 

218. 

219. 

220 . 

221 . 

222 . 

223. 

224. 

225, 

226. 

227. 

228. 

229. 

230. 


Vase : red terra-cotta, Egyptian ornaments in black, 7! in. 

WEDGWOOD (No. 20). 

Vases (two) : cane or buff-coloured jasper, reliefs of vine leaves 
and grapes in green, 5 in. wedgwood (No. 19). 

“ Trial ” Vases : a pair, C.C., husk festoons, painted brown 
granite inside and out, 8J in. 

“ Trial” Vase : solid agate, on basalte plinth, 8J in. 

WEDGWOOD /XT v 
& BENTLEY ( N °‘ 


83 

CASE No. 

XII 


Vase : red terra-cotta, with basket work, fluted &c., reliefs of 
Egyptian ornaments in black, 6 f in. wedgwood (No. 20). ,, 

Vase : early,“ engine turned” for bulbs, red terra-cotta relieved 

with black, pierced top and cover, 8^ in. XIII 

Vases (two) : red terra-cotta, lion’s head and pillars, and 
Egyptian ornaments in black 8f in. and 9J in. 

wedgwood (No. 19). „ 

Vase : C.C. lion’s head masks, festoons of flowers &c., 19 in. XV 

Vase : C.C. with loose stand and cover, coloured green ground, 
trellis-work in relief, with holder for a bulb or candle, 8 in, 

wedgwood (No 19). „ 

Vase : C.C. oviform, on square stand, fluted, 4J in. „ 

Vase : C.C. brown ground, reliefs of acanthus, lilies &c,, 6 \ in. 

wedgwood (No. 19). „ 

Vases (nineteen) : of various forms and patterns in C.C., includ¬ 
ing the carved-wood pattern one was produced from. XVI 

Vases (twenty-three) : of various forms and designs in C.C. XVII 

Tazza : buff or cane-coloured jasper, with handles, 9 in. 

wedgwood (No. 18). „ 

Vase for Hookah pipe : large size, blue jasper, reliefs of 
Arabesque scroll, acanthus &c .10^- in. high, 14 in. in diam. 

wedgwood (No. 18), Outside case. 

Vase : brown body, reliefs of japonica in white, 9 in. 

wedgwood (No. 17). XIII 


VASES : JASPER. 

231. Vase : blue ground, twined snakes on handles, reliefs of Venus 

in her car, and Cupids watering swans, from the design by 
Le Brun; acanthus, laurel arid other borders, i6f in. 1788 
period. wedgwood (No. 18). XIV 

232. Vase : oval, with two handles, blue ground, white relief and 

cane-colour “strap-work” &c., Flaxman ribbon border; &c, 

8J in. long x 5 in. high. wedgwood (No. 17), „ 
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CASE No. 

233. Vases (a pair) : in solid pale blue, grooved stone work, with 

niches; each has four medallion portraits of Admirals Nelson, 

Howe, Jervis and St. Vincent, framed with oak leaves in 
white relief. The one cover remaining has a good figure of 
Britannia on a globe with a boat and other emblems. Vases, 

13^ in. Cover 12 £ in, XIV 

234. Vase : blue ground, formed of three bamboos, white reliefs &c., 

ioi in. „ 

235. Vase “ Homeric ” : blue ground, reliefs of Flaxman’s apotheosis 

of Homer,snake handles &c., figure of Pegasus on cover, 17^ in. 

wedgwood (No. 19), „ 

236. Pedestal : blue ground, festoons, arabesque and laurel borders 

on green and lilac, a small flowerpot with trellis pattern reliefs 
on lilac &c., fixed to it, in. wedgwood (No. 20). ,, 

237. Vase : Greek form, with Cantharos handles, black ground, 

white reliefs of arabesque and husk borders &c., 9^ in. 

wedgwood (No. 19). „ 

238. Large Pedestal : solid blue ground, leopard’s heads, trophies, 

festoons of vines, borders of laurel &c ., in high, white relief, 
n-J in, high, 10J in. diam. XV 

239. Vase and Pedestal : with green strap-work on lilac ground ; 

pedestal in blue with reliefs of boys and birds. Vase 5 in. 

Pedestal 3^ in. Pedestal marked wedgwood (No. 19). ,, 

240. Vase : solid blue, with domed cover, reliefs of palm trees, Venus, 

Omphale, Boy piping &c., in white, a figure of Venus on 
cover 9I in. wedgwood (No. 19). „ 

241. Vase : green ground, six pillars, festoons, borders &c., in white, 

cover with figure of Cupid and quiver, 10 in. 

wedgwood (No. 19). „ 

242. Vase : formed of four quivers, solid blue reliefs of trophies on 

rings, shell borders and feathers of arrows &c., 6f in. 

wedgwood (No. 19). „ 

243. Vase : in form of a lyre, pale blue, reliefs in white, 6| in. ,, 

VASES : PATTERN MODELS. 

244. Fifty-two fired clay models of Vases, Dessert-baskets, 

Tureens, Inkstands, Plates &c., and, of the celebrated Shell- 
service. II 

A fine piece of the irellised nautilus from this model, in jasper, 
is in the Tweedmouth collection. 

245. Fifty-two models (various): 7 antique shaped Ewers,31 centre¬ 

pieces, Vases, covered pie-dishes, jugs and 14 cream ewers &c. Ill 


246. 

247. 

248. 

249 - 

250. 

251. 

252. 

253 - 

254 - 

255 - 
256. 

2 57 * 
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CASE No. 

One antique ewer is incised :— “Jan. 24, 1791 , a good 
pattern. ” Another lias :— “ Mr. Thomas Fletcher , Esq. 

Election day for the Borough of Newcastle , June 20 1790 
Win. W. ” (William Wood, modeller). 

Five models of Vases, of the Cantharos, tripod and Atlas 

forms. IV 

Forty-six models of Vases of various forms, including the 

“ Bridal Vase ” and the Quiver pattern with arrows. V 

Fifty-three models of Vases and other pieces, including the 
pierced Chestnut basket, illustrated in Professor Church’s 
“ Josiah Wedgwood. ” The crown-shaped dessert basket as in 
the Tweedmouth collection. Two of the models are in the 
form of ruined pillars. Twelve have Egyptian reliefs. V 

Vase : with wicker-work or basket ornament. VII 


Vase : with arabesque and classic leaf borders, on a basalte 
plinth, 6f in. wegdwood m * 

& BENTLEY ^ 


VIII 


Vase : three square fluted pillars, with female heads, reliefs of 

oak leaves and foliage, 15I in. IX 

Vase : borders of foliage, reeded bands, fife, incised “ 595 June 1, 

1794 ”, Si in. 

Large Vase of cylindrical form, on square plinth, four claw¬ 
footed and fluted pillars with female heads, sconces for 
candles, reliefs of Flaxman’s Seasons, oak and leafage, 19 b in. „ 


Large Vase of tripod form, three square claw-footed pillars, 
reliefs of flowers, foliage fife. The cover has piercings for 
sconces, 19 in. „ 

Vase of tripod form, supported on three claw feet, with three 
goats’ heads, flower on cover, gb in. „ 

The Wine and Water Vases, by Flaxman. The original 
models, 16 in. ,, 

Vases (a pair) : reliefs of the Birth of Bacchus, 12J in. 

Outside on lower case. 


258. Vase : with two handles, partly painted for agate. 5 in. XI 

259. Vase or Jardiniere : round, four masks and festoons, partly 

coloured 6f in. „ 

260. Vase and Pedestal : the vase is inscribed : salus-generis- 

HUMANI ”, 7 in, XII 

261. Pedestal : plain, with leaf borders fife., 5J in. XIII 

262. Ewers (two) : antique form, reliefs of women and children, 

from Lady Templeton’s designs fife, the ground coloured 
black. „ 
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CASE No. 

263. Large Vase and Pedestal : The Borghese or Campagna 

form; bold reliefs of a Bacchanalian triumph by Davere, 

Vase 13 in. Pedestal 9 in. XV 

264. Pedestal : relief of boys &c . XV 

265. Vases (two) : of Cantharos form, pierced covers and reliefs. „ 

266. Spill Vases (two) of a bold fluted pattern. „ 

267. Vase or Jardiniere: handles as River-gods, reliefs of the rivers 

Thames and Isis. fife. 9J in. high, „ 

268. Vases (four) : of various patterns. „ 

269. Vase : for Hookah pipe. Outside case, 

270. Vase : large tripod pattern, with classic reliefs. XV 

271. Vases (three) : for wine coolers, two with classic, one with 

Egyptian reliefs. „ 



Vase of triple Bamboos. No. 234. 














The Barberini or Portland Vase. 


THE BARBERINI OR 
PORTLAND VASE 


T HE original of this celebrated vase was discovered in 1630 
in a tumulus known as the Monte del Grano, on the 
Frascati road, a short distance from Rome. It was found 
in a fine sarcophagus, bearing reliefs of Priam begging the body of 
Hector, and the Sacrifice of Iphigenia, &c. The sarcophagus 
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bore an inscription dedicated to the memory of the Emperor 
Alexander Sever us and his mother, Julia Mammaea, both falling 
victims during a revolt in Germany. The vase contained the 
ashes of both, and was deposited in the library of the Barberini 
Palace ; the sarcophagus in the museum of the Capitol, where it 
still remains. 

About the year 1782 Sir William Hamilton, the eminent 
antiquary and friend of Wedgwood, purchased the vase in Rome, 
from James Byres, brought it to London and sold it to the 
Dowager-Duchess of Portland in 1784, where it formed the 
chief treasure of the Portland Museum. The following year the 
Duchess died, and the contents of the museum were sold by 
auction. Wedgwood was a persistent bidder for this object at 
the sale ; but the Duke of Portland induced him to withdraw 
upon the promise of its loan for the purpose of reproduction. 

Much has been written by many experts upon the subject of 
the reliefs. All of them agree to differ, and we yet wait for 
some antiquarian who can decide exactly. Mr. Charles Greville 
considered they referred to the death of Adonis ; Dr. King, to 
the birth and acts of the Emperor Alexander Severus. Windus, 
in his elaborate book, considers they record c an event, or cure, 
on which Galen valued himself most : the case of a noble lady 
who was said to be in a very dangerous state, whose ailment he 
discovered to be love, the object of which was an actor or rope- 
dancer. ’ Dr. Black and Wedgwood considered they represented 
Immortality, or the entrance of a youth into Elysium—Death, 
the gate of life. Dr. Darwin inclined to the Eleusinian myster¬ 
ies ; his lines in the Botanic Garden express a doubt— 

‘ Or bid mortality rejoice and mourn 

O’er the fine forms of Portland’s mystic urn. 

The material of the antique vase had long been considered to 
be a precious stone, but Wedgwood found out it was of glass- 
paste, in two layers, the upper cut away to form the relief, in the 
manner of the carved shell cameos. Other examples of carved 
glass-paste, Egyptian and Greek, are known. One celebrated 
vase, called the ‘ Sacra Catino, ’ belongs to Genoa. This vase, 
supposed to have been formed from an emerald, and traditionally 
connected with the Queen of Sheba, was for centuries the pride 
of the city. It was so much valued, the Republic was able to 
borrow half a million ducats upon its security. The army of 
the French Revolution seized it and carried it to Paris, where it 
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was examined, and pronounced to be coloured glass. It remained 
in Paris until the allies returned it to Genoa, but in a broken state. 

Hitherto, nearly every biographer of Wedgwood, and others 
writing upon the subject, credit Sir William Hamilton with its 
purchase from the family, but from recent information contained 
in Sir Walter Armstrong’s excellent memoir of Sir Henry 
Raeburn, the great painter, this enterprise was entirely due to 
Byres, the enthusiastic architect, antiquary, and collector ; Sir 
William’s office being the simple one of purchasing it from Byres 
for j£iooo, carrying it to England, and retailing it to the Duchess 
of Portland for 1800 guineas. From the Portland family the 
vase found a final resting-place in the British Museum, and can 
still be seen in its damaged state in the Greek coin room. 

James Byres, ofTonley, F.S.A. (1733-1817), was educated in 
France and served as an officer in Lord Ogilvie’s regiment in the 
French army. He resided in Rome for about forty years from 
1750 to 1790, when Rome was the Mecca for all art-connoisseurs. 
He assiduously collected antique sculpture and works of art. As 
an expert authority, he would be well known to the papal court 
and nobility, for the family tradition describes him as a c lay 
•cardinal. ’ He collected old Italian romances for Bishop Percy, 
who styles him c the Pope’s antiquary. ’ Byres often gave 
lectures upon the favourite objects of his study, for Sir James 
Hall, in his essay on Gothic architecture, commends him c for 
the great success which he contributed to form the taste of his 
young countrymen. ’ Sir Walter Armstrong says : c Of another 
Roman Scot and guide to wandering Britons, Raeburn has left 
us a picture. I mean James Byres, “ the cicerone, ” as I find 
him called in private letters of the time. ’ ... c an interesting 

personality. ’ Byres was a lifelong friend of James Tassie, c the 
Scotch Wedgwood, ’ and from his knowledge of antique art 
would be as useful to Tassie as Flaxman, when he resided in 
Rome, would be to Wedgwood. 

Byres instructed Pichler, the celebrated gem engraver, to make 
a cast from the antique vase. This was done, and the moulds 
•sent to James Tassie, who produced some copies in plaster. 
These casts are now scarce, but are of great interest as a record 
of the vase in its perfect condition. A good example of Tassie’s 
Portland Vase from the cast made by Pichler is in the Museum— 
No. 274 case No. VII. William Tassie (nephew of James Tassie), 
who succeeded his more renowned uncle, issued a manifesto on 
February 12, 1845— 
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4 The late M. Pichler, the eminent engraver on gems, struck by its 
beauty, moulded the vase at Rome, before it came into the possession 
of Sir William Hamilton. This perfect mould was put by the late 
James Byres, Esq., the Antiquarian, into the hands of the late James 
Tassie, who, with his known care and taste, took off the desired number 
of casts in plaster of Paris, prepared with gum. The mould was after¬ 
wards broken by the desire of Mr. Byres, whose property it was. 
Although these casts have been made more than fifty years, some of 
them still remain unsold, and may be had of Mr. William Tassie, No. 8 
Upper Phillimore Place, Kensington, who retains in his own possession 
the very large Collection of Gems made by his late uncle and himself. ’ 


James Byres of Tonley. 

From the Tassie portrait , inscribed 
‘JAMES BYRES, ESQ., 1770, TASSIE F.’ 

In Mr. A. Sanderson’s Collection. 

Two portraits of James Byres are known and given here. 1 
The first, taken from life by James Tassie, dated 1770 (aged 37) 
and reproduced in his enamel glass paste. The other is a noble 
portrait by Raeburn, 1805 (aged 77). I am enabled by the 
courtesy of Mr. Arthur Sanderson, owner of the Tassie, and 
Mr. D. Scott-Moncrieff, owner of the Raeburn, to illustrate 
both. 

‘What’ s in a name ? ’ The original vase is usually called the 
c Barberini or Portland, ’ but it would seem to be only just to 


James Byres of Tonley. 

From the portrait by Sir H. Raeburn , R. A. 
In the Collection of Mr. D. Scott-Moncrieff. 




1 Mr. Byres, the living descendant of the antiquary, informs me that he has two 
other portraits of his ancestor—one in ecclesiastical robes, probably the 4 lay Cardinal’s. 
Also a gold watch, once the property of Prince Charles Edward. It is said that Byres 
was, for some time, the prince’s secretary. 
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call it the c Barberini or Byres. ’ In this connection, if one may 
form any estimate from the comic illustration of the Portland 
Museum, given in Windus’s New Elucidation of the Subjects on 
the celebrated Portland Vase (1845), cou ld not have been much 
treasured by the ducal owner. In that illustration the vase, ill- 
drawn and distorted almost beyond recognition, is perched upon 
a fluted pillar, and c Portland's mystic urn’ itself decorated with 
a long branch of coral. It is surrounded by a miscellaneous 
collection of odds and ends, reminding one of a marine-store 
dealer’s warehouse. 

The original Portland vase measures in height 10 inches ; its 
greatest diameter, 7 inches. It had at some remote period been 
broken and repaired ; the base, bearing the figure of Silence, was 
certainly part of another vase or plaque ; the scale of the figure 
being so much greater than the other reliefs. This base was 
ground to fit, and roughly fixed to the vase with cement. The 
fate of the original vase was lamentable, being broken into 
fragments by an imbecile visitor to the British Museum in 1845. 
The fragments were put together without the care and skill such 
a relic deserved. 

Wedgwood commenced his reproduction in 1786. His great 
difficulty was to translate the effect of the antique, the varying 
shades in the hollows of the rocks, perspective and distance. 
The antique carver was helped by the transparency of his mate¬ 
rial— by reducing the thickness of the relief he would obtain 
shadows. Wedgwood could not produce this in his opaque 
jasper. He says (1786), c It will be found that a bas-relief, with 
all the figures of a uniform white colour upon a dark ground, 
will be a very faint resemblance of what the artist has had the 
address to produce, by calling in the aid of colour to assist his 
relief. ’ Wedgwood surmounted this difficulty by the use of 
colour where required. Webber was the chief modeller of all 
the bas-reliefs ; but the material of the vase and ground-colour 
gave Wedgwood much anxiety. So long did these operations 
extend that a complete copy could not be produced until 1789, 
three and a half years from the start. 

The issue of the c first fifty ’ was by subscription, at fifty 
guineas each. Five times the amount would not have repaid 
Wedgwood. It is not known how many were issued. Not 
more than sixteen undoubted copies are extant, and of these 
some are in foreign museums. 
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Sir Joshua Reynolds gave Wedgwood this certificate :— 

Q I have compared and examined the copy of the Portland >ase with 
the original , with great care , and I can declare it to be a correct and 
faithful imitation , both in regard to the general effect , and the most 
minute detail of the parts. 

J. Reynolds. 

Leicester Fields^ 15th June 1790.’ 

It is but a copy of an original work, but such a copy ! If 
Wedgwood’s ceramic skill relied only upon this one example, it 
would be sufficient. No work of ancient or modern times has 
been so much copied in every known material: brass, iron, silver, 
and other metals, carved in wood or marble. At least two issues 
were made in the Old Wedgwood period before 1792, and others 
by the modern successors of Josiah Wedgwood. A very good 
reproduction in Stourbridge glass was made by Mr. Northwood. 
As to the quality of most of these copies, the less said the better; 
nothing approaching the poorest of the Wedgwood reproduct¬ 
ions, even of the modern period, exists. Some of the pottery 
and porcelain copies made about 1848 are a burlesque upon the 
original : the figures are mostly carefully draped ; some have 
even an c improved ’ form, according to the taste and fancy of the 
modeller, with twisted rope handles, flat reliefs,—the ground 
often of the colour of a c grained ’ oak door. 


CASE No. 

272. An original jasper “ trial ” Vase with imperfect reliefs. VII 

273. A small solid black jasper “trial” Vase with 4 reliefs of 

foliage, coloured and shaded. „ 

274. A Plaster : (coloured red) copy of the original antique Portland 

Vase. The mould was made in Rome, by Pichler the gem 
engraver, while the vase was in the possession of the Barberini 
family. The mould was sent by James Byres to James Tassie, 
who made a few copies, in gummed plaster, with a pedestal 
containing a repeated relief of the figure of Silence, from the 
base of the vase. This vase is of interest as a record of the 
original antique, before it was broken. This copy belonged 
to James Tassie and was sold by his executors, 1882. It was 
afterwards in the possession of Sir Richard Tangye, and 
exhibited for 21 years at the Birmingham Art Gallery. These 
Tassie Portland vases are fully described at the head of this 
section. „ 
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PATTERN MODELS, {jfc. 

CASE No. 

275. The interesting series of patterns, original wax designs, 

trials, and moulds, used by Wedgwood in the production of 
the well known Portland or Barberini vase, classified under 
the headings “ Wax designs’’ “ Medallions” &c. &c. VII 

276. The original plaster mould, with a cast from the same. „ 

277. A fired mould for a smaller copy of the vase inscribed “ Wil¬ 

liam Hack wood jun r Oct r 15 1790. ” „ 

278. Thirty-six pattern models (one in jasper) of various reliefs 

for the vase ; some are coloured. „ 



Reliefs from the Barberini Vase. 





Jardiniere modelled by Hackwood. No. 296. 


% 

JARDINIERES, FLOWER-POTS, ETC. 

T HIS modern and somewhat awkward word has 
changed its original meaning of ‘ The Gardener’s 
Wife. ’ Wedgwood did not use it in his catal¬ 
ogue of 1787, but describes these vessels :— 

Class XIV. Flower-Pots and Root-Pots. 

‘ Of root-pots , as well for bulbous as other roots, and of flower¬ 
pots^ or bouquetiers , there is a great variety, both in respect to 
pattern and colour ; and the prices vary accordingly. . . . Some 
of the bulbous root-pots are finished higher, with bas-reliefs, 
enamelling, etc., and the prices are in proportion. ’ 

The local potter’s term for a flower-pot is still ‘ garden- 
pot. ’ Wedgwood not only made every variety of flower¬ 
pot, but was probably the inventor of the system of 
growing bulbs in water, and made pots for this purpose 
long before the glasses were thought of. Many fine 
jasper pieces, in this collection, under the heading of 
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‘ Pedestals, ’ were really made for bulbs, because there is 
a place made to support the stick used for the growing 
plant. But they were found most convenient for use as 
a pedestal, by the removal of the pierced cover and 
substituting thin metal or wood. In the early period 
they were made in all forms and sizes, but chiefly in 
glazed and coloured earthenware, often gilded, to hold 
from one to sixteen bulbs. The jasper pieces are, in 
every way, equal in quality to the fine vases, and are the 
work of the same modellers. Some of these enumerated 
are as highly finished as it was possible—polished inside 
and upon edges by the lapidary— not glazed. 


279. Flower-pots (two): large, fluted, banded or hooped and coloured 

as agate, iof in. and nj in. wedgwood (No. 19), 

280. Flower-pot : a coloured surface as marble, 9 in. diam. 

wedgwood (No. 4). 

281. Flower-pot : coloured on surface as marble, Cogwheel border, 

etc. o in. diam. wedgwood , xt n 

& BENTLEY ( Nal1 )’ 


CASE No. 

XI 


Given by Miss Amy Wedgwood. 


282. Jardiniere for bulbs : square form, masks and dolphins at 

corners, red body, coloured white spots, 7 in x 5 in. 

wedgwood (No. 20). „ 

283. Jardiniere : long, square for bulbs, fluted and coloured dark 

brown, 19J in x 10 in. x 6 in. high. No mark. XII 


284. Flower-pots (two) : one fluted with festoons and coloured 
brown, io£ in ; the other with grey coloured bands or hoops 
gk in. One marked wedgwood (No. 17). 


285. Flower-pots (two) : one with escalloped rim, brown ground 
and three bands or hoops in green, 8^ in.; the other with four 
bands of green on white 8 in. wedgwood (No. 17). 


286. 


Jardiniere or “Bough-pot” 

and coloured red, 6 in. 


: fluted pillar, “ engine turned” 
wedgwood /vr \ 

& BENTLEY *)• 


287. Jardiniere or Flower-pot and Stand : as one cylinder 

“ engine turned ” and coloured red. 5 in. No mark. 

288, Bulb Vases (two) : semi-circular, for the mantle-piece, CC. 

coloured green, one gilt, 8 in. long, 4! in. high. 

wedgwood (No. 19). 
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CASE No 

289. Jardinieres for Bulbs (two) : pierced covers, one unglazed 

black and white ; the other coloured light brown. 

One marked wedgwood (No. 18). XIII 

290. Jardinieres (two) semi-circular for bulbs ; one, basalt, with 

white ornaments ; the other, red terra-cotta with reliefs of 
Cupids carrying festoons. One marked wedgwood (No. 19). ,, 

291. Flower-pot, “Trial”: brown stoneware with small ovals in 

white 4^ in. ,, 

292. Flower-pot or Jardiniere and Stand : solid blue with 

foliage in the same colour, acanthus, rush and aquatic leafage 
&c. and on stand, 6 | in. high. wedgwood (No. 18). „ 

These early “ engine turned ” pieces are rarely marked. 

293. Jardiniere, Oval. Blue ground. Reliefs of masks and eight 


Cupids, pierced cover, 6| X nj. XIV 

294. Flower pot and saucer. Large size CC with incised hoops 

in blue, 14! high, 21^ in. diam. wedgwood (No. 17). „ 

JARDINIERES : PATTERN MODELS. 

295. Two Jardinieres. Egyptian reliefs. VII 

296. Jardiniere. A bold design with festoons and lion’s heads, 

pierced for metal rings, modelled by William Hackwood. XV 

297. Jardiniere, oval in white earthenware. Handles of River- 

gods, Frieze of masks and Cupids carrying festoons. „ 



Jardiniere, with basket-work relief. 
Many similar examples are in the Museum. 













Cup and saucer of a dejeuner service. 17$7 Catalogue. 


DEJEUNER CABINET PIECES 

OR ‘TEA AND COFFEE EQUIPAGES,’ LAMPS, 
CANDELABRA, INKSTANDS, ETC. 

T HESE fine jasper pieces, ‘Class XIII.,’ are des¬ 
cribed in Wedgwood’s Catalogue under the 
heading ‘Tea and Coffee Equipages, etc.,’ and 
probably never classed as ‘Ware’ at any time. These 
pieces are made of the finest jasper body, and are in every 
way equal in quality to anything made in that material. 
Their form always graceful, the colour even, the dice or 
quatrefoil ornaments graduating in size to suit the form 
of the vessel and radiating from a centre. The edges of 

G 
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the covers always fit well, the inside of the cups, bowls, 
and other pieces were polished on the wheel, not glazed. 
It is remarkable that a defective piece in this class is very 
rarely seen, those made in the early period not excepted. 
These costly tea vessels could only have been made for 
presents, and were never destined for ordinary use. Nearly 
every piece bears the unknown workman’s mark O or 3 
who appears to have given this work his sole attention. 
Wedgwood appears to have been satisfied with the per¬ 
fected jasper specimens. He says, in his Catalogue of 
1787 : ‘They are likewise now made in the jasper of two 
colours, polished within (not glazed) like the natural 
stone, ornamented with bas-reliefs, and very highly finish¬ 
ed. See the illustration, where the transparency of the 
jasper is endeavoured to be represented.’ The illustration 
alluded to is a full-page mezzotint of a coffee-cup of the 
same pattern as the smaller cup upon page 97, well 
engraved and printed in blue. 

CASE No. 

298. Can and Saucer. Green ground, reliefs of acanthus and 

classic borders, polished inside. wedgwood (No. 19). XIV 

299. Cream-Ewer. Dark blue ground, white spout and handle. 

Fourteen graduated borders, quatrefoils in green. 

wedgwood (No. 20). XIV 

300. Tea-Kettle of large size in jasper. Solid blue ground. 

Two reliefs of children playing, designed by Lady Di Beau- 
clerc, aquatic borders and leafage. Wicker-work handle. 

Diam. 7, height 6. wedgwood (No. 19), XIV 

301. Chocolate Jug and cover. Pink ground, fluted. Reliefs of 

women and children designed by Lady Templeton, borders 
&c., 8f. wedgwood (No. 19). XIV 

302. Jug. Antique form with club-shaped spout, Basalte. 

wedgwood (No. 19). VIII 

303. Fluted Ewer. Seated figure of a woman on cover, gk in. 

wedgwood (No. 4). X 

304. Sugar Bowl and cover, fluted, borders and leafage. Figure of 

woman on cover. wedgwood (No. 4). X 

305. Candlesticks, two “ Trials. ” Coloured to represent 

marble. Early Whieldon period, 5^ and 4 in, XI 

306. Fluted Cream Ewer. Basalte, snake handle, 6f in. no mark. XI 
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307- 

Kettle. Basalte fluted &c. wedgwood /vr . 

& BENTLEY < N °- ^' 

XI 

308. 

Plate. C.C. coloured in rich copper lustre, 8 in. 

wedgwood (No. 19). 

XII 

3 ° 9 - 

Jugs (Two). One with copper—the other with cloudy lustre, 
gilt &c., 5 in. wedgwood (No. 19) and a Jug. Cane or buff 
jasper. Club-shaped lip, 6 in. 


310. 

Jug. Basalte, painted with flowers &c. in red, 5J in. 

XIII 

31c 

Cup. Red terra-cotta. Egyptian borders in black. 

wedgwood (No. 20). 


3 12 - 

Paint-boxes. Two, early unglazed, black and white. Oval, 
fluted. Dolphin on cover. Each contains 12 pots for the 
colours. wedgwood (No. 19). 

>> 

3 J 3 - 

Teapot of Oriental design. In solid dark brown body. Reliefs of 
flowers, crab stock handle &c. 

XIII 

it was 

This Teapot has always been treasured by the family. The tradition being that 
the first teapot Josiah Wedgwood ever made. 

3 I 4 * 

Candlestick and a cover for Tobacco Jar, Red terra-cotta, 
black reliefs. 


315 * 

Jasper Ladle, with twisted handles and a bold head of Pan. 
blue and white jasper. 19 inches when perfect. 

XV 

3 l6 - 

Candlesticks. Two, tall. C.C. on square and round plinths. 
19 and 19! in. wedgwood (No. 17). 


3 r 7 - 

Centre-piece for Dessert, C.C. with suspension hooks for 
baskets, A pineapple at top. 

•> 

3 I 7 a - 

Oval Compotier, Queen’s ware. Oak leaf decoration. 

)> 


Presented by Mrs . H. Hall , Royston. 


3 T 7 b * 

Plate. Queen’s ware. Border with feather decoration in red 
and black. 10 inches. 

}) 

318. 

Nineteen small pieces in C.C. Custard cups, baskets, double 
salts, oval sugar-bowl, &c. &c. 

XVI 

3 * 9 - 

Plate of the celebrated Russian service made by Wedg¬ 
wood for the Empress Catharine II: C.C. or “Queen’s ware,” 
Painted with a ruined Abbey. Classic borders &c. in black. 
The monogram of a frog in green. 9! in. 

XV 

320. 

Three plates in C.C. or Queen’s ware with printed transfers of 
landscapes and borders. 9J. 

>> 

3 21 - 

One plate in C.C. and one in biscuit with serrated edges. 9 j. 

XVI 


322, Queen’s ware or C.C. An oval stand painted with husks and 
festoons in colour. Three plates with agricultural implements 
in colour, and four saucers of the early period with gadroon 
edges in gold. 


XV 


IOO 
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CASE No. 

323. Twenty-four small pieces, in C.C. mostly trials. XVII 

324. Oval dish. C.C. or Queen’s ware. Gadroon edge, lined blue 

and gold, Coat of arms and Coronet of Marquis de Foy, Lisbon, 
in colours. 12x16. wedgwood (No. 17). XV 

325. Pour plates. C.C. or Queen’s ware. One hand-painted with 

border in blue; one relief festoons in green, flower in 
centre ; two, festoons and flower in centre purple. 

Three are marked wedgwood (No. 18). „ 

326. Two plates. C.C. or Queen’s ware. One with borders in 

coloured foliage and gold lines; Centre: The arms, hat and 
motto of an Archbishop with u E.E. of Fr. S. M. y. p. ” on 
the ribbon, and K. 9. wedgwood (No. 18), the other, convol- 
volus border and a tree in centre in colours K. 6 and same 
mark. ,, 


CANDELABRA £sfc. : PATTERN MODELS. 

327. Teapots. Two large, with Egyptian ornaments. VII 

328. Candlesticks. Two. One as a fluted pillar—the other as the 

trunk of a palm tree. XV 



Inkstand, with two eagles’heads. No. 331. 


INK VESSELS : BASALTE. 


329. Square tray for pens. Wiih head of an Egyptian Sphinx. 

Incised in script by the modeller. wedgwood vtt 

& BENTLEY 

330. 9 Inkstand. Round, basalte. wedgwood (No. 19). II 

331. Inkstand of gondola form, with two heads of eagles. 

wedgwood-(No. 18), 


X 




IOI 
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332. Inkstand. A round dish in three compartments. 

333. Inkstand. Oblong tray with square sandbox &c. 

WEDGWOOD (No. 20). 

334. Inkstands. Two cylindrical and two square. One marked in 

type "pattern {pattern) Aug . 2Qth, 1810. ” 

335. Inkstand. Gondola or boat form. Horned bust of Neptune 

at prow aud Swan at stern. Three vases for ink &c. 

WEDGWOOD (No. 20). 

INK VESSELS : VARIOUS BODIES. 

336. Inkstand. Pillar form. Red terra-cotta, black relief 3$ inch. 

wedgwood (No. 19). 

337. Inkstand. Basalte, on fixed tray. Reliefs in red. 

wedgwood (No, 19). 

338. Inkstand. Solid blue jasper. Two vessels, for ink and sand. 

Pillar in centre. Leafage &c. in white 6f x 4. 

wedgwood (No. 19). 

INKSTANDS : PATTERN MODEL. 

339. Inkstand. Fluted, with dotted border &c. 3L 

LAMPS IN BASALTE AND OTHER BODIES. 

340. Lamp Vase. Fluted with two burners. 3 in. (unmarked). 

341. Lamp Vase “Trial” Tripod form, with 3 winged Sphinx, Six 

burners. 7 in. 

342. Lamps. A pair of oval vase-form, on tripod plinths, Female 

figures with Ewers &c. Known as the ‘‘ Reading lamps” ; 
first model, afterwards altered 8£ in. wedgwood (No. 19). 

343. Lamps. Two. One of antique form with one burner; the 

other with heads of seals and three burners. 

wed — d (No. 19). 

Wedgwood's Lamp of antique form was designed and used to 
contain the flat-coiled wax taper for sealing letters. 

344. Lamp Vase. With four burners (132) 5 in. 

wedgwood (No. 19). 

345. Lamp and Cover. Bowl-shaped, coloured light brown and 

glazed. Four burners. Reliefs of boys &c. The centre 
burner has a flame-shaped loose cover. 5 in. diam. 

346. Lamps. Two. One red, with black ; the other basalte with 

red reliefs. 


CASE No. 

X 

>> 

}) 

X 

XIII 

>> 

XIV 

XII 

VIII 

X 

)} 

X 

XI 

XIII 
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. CASE No. 

347. Lamp. Oval, antique form. Red terra-cotta, with two burners. 

Reliefs of oak leaves in black. wedgwood (No. 19). XIII 

TOBACCO PIPES IN BASALTE, JASPER, &c. 

348. Pipes. Three : two in basalte, one in terra-cotta. X 

349. Pipes. Two, red terra-cotta. XIII 

350. Pipe. Blue jasper with white lines. wedgwood No. 4. XIV 

These pipes probably belong to the Wedgwood and Byerley 
period , about 1800. 



Hand-Lamp, of antique form. No. 343. 





The Chessmen designed by Flaxman. No. 353. 


BUSTS AND FIGURES 

B USTS, Figures, Animals, and other objects of this 
class are chiefly in the basalte body. The busts 
were intended for library or bookcase decoration. 
Gibbon, the author of the Decline and Fall , ordered a set 
of fourteen for the library of his villa at Lausanne. A 
good bust of the old period usually shows the extra tooling 
and finish given to it before firing, and has all the effect 
of a fine bronze. A bronze surface was at one time 
attempted, but the colour, being only upon the surface, 
wore off in time, and many of such pieces now show only 
the original black. The fine busts were much in demand 
in Wedgwood’s time, and are still appreciated. Miss 
Meteyard, in her Handbook for collectors, gravely informs 
us that the bust of Voltaire ‘was much bought by the 
clergy of those times—in black —as an indication of the 
great philosopher’s presumed connection with the devil !’ 
A bust in any colour but black is most rare: a few of the 
smaller sizes in white jasper, on a black base, and a figure 
of Rousseau, in cane or buff colour, are about all the 
known exceptions. Wedgwood, in a letter to Bentley, 
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1779, speaks of his own work as a modeller, on the bust 
of Virgil: ‘Having gone as far as I could by way of 
precept, I this morning resumed my old employment, 
took the modelling tools into my own hands, and made 
one side of the head pretty near like the gem, and am to 
take another stroke at it this afternoon. I have opened 
his mouth, and shall send him to you singing some of his 
own divine poems. ’ In a second letter he says, ‘ I am 
beginning upon Rousseau. ’ The figures were intended 
for various ornamental uses : for candelabra, in the form 
of Sphinx, Tritons, Ceres, etc.; others for mantelpiece 
and cabinet decoration. Figures in the jasper body are 
rare, but are more common in the black basalte. The 
chessmen modelled by Flaxman are of interest. His 
complete drawing, signed ‘ 7 . Flaxman inv‘ et delini 1 ,' sent 
to Wedgwood in March 1785, will be found in case 
No. ix (catalogue no. 425). Flaxman chose the mediaeval 
period for his designs, but is said to have modelled the 
queen from Mrs. Siddons, in the character of Lady 
Macbeth. 


BASALTE. 


CASE No. 

351. Cupid and Psyche. A pair. 8 inches, wedgwood (No. 19). VIII 

352. Cicero. Bust. Incised with name on back, 9f in, (1775) 

period. wedgwood /xt . 

& BENTLEY ( NaiI f » 

Given by Frank H. Wedgwood Esq. 


352\ Pindar. A fine bust. Incised on a terra-cotta label : 
“ PINDAR ”, 10 b inches. wedgwood /xt * 

& BENTLEY ( N °' I0 )' 

This bust was made for , and belonged to David Garrick. 


JASPER. 

353. Sixteen of the Chessmen, by Flaxman, in dark blue and 

white. Late period. wedgwood (No. 20), IX 

354. Fifteen of the Chessmen, by Flaxman, in lilac and white 

jasper. Late period. wedgwood (No. 20). 


IX 


355 - 
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CASE No. 

Griffin. Winged, with eagle-head, festoons of laurel, &c,, dark 
blue & white. The head intended as a sconce for a candle. 

10 in. wedgwood (No. 19). XIV 

356. Flaxman’s Chessmen. - Two Kings, two Queens, four Castles, 

four Knights, four Bishops ; Jasper. 1786 period. IX 

357. Fourteen Pawns of the same service, „ 

This set of thirty is given by Miss Amy Wedgwood. None are 
marked , but are of the old small base model and probably 
early “ trials . " 

PATTERN MODELS. 

358. Locke, two busts of different models. IV 

Napoleon as first Consul. „ 

Bacchus and Ariadne (2). „ 

Three Egyptian and two Grecian Sphinx. „ 

Cybele and Ceres, for Candelabra (2). „ 

Seasons „ (2). „ 

Tritons „ (2). „ 

A shell pattern and a Dolphin Candlestick (2). „ 

Figures of Jupiter and Fortuna (2). „ 

Herculanaeum Nymphs (2). „ 

A lion after Michael Angelo’s model. „ 

Five small figures of Dolphins. Eagle, Sea-horses &c. for 
vase covers. ,, 

A sleeping child, after Fiammingo. 

359. Twenty-nine small Busts, on grey square pedestals. „ 

360. Five small Busts of Plato, Faustina and 3 others. VIII 

361. A King, Queen, Bishop, 3 Castles and a Pawn of 


Flaxman’s Chessmen. IX 

362. Two small male and female busts. X 

363. Five small. Scipio, Agrippina and three others. „ 

364. Sleeping boys. (Two.) „ 

365. The Apollo Belvedere. 36 i inches. outside cases 

366. Venus, leaning upon a term pedestal. „ 


367. Creugantes, the boxer. In attitude of defence, modelled by 

Canova. 33 in. 

368. Damoxenes, the boxer. In attitude of attack, modelled by 

Canova. 33 in. 

The originals by Canova are in the Vatican galleries , Rome. 


io6 BUSTS AND FIGURES 


BUSTS : PATTERN MODELS. 

369. Madonna. 16 in. on top of cases. 

370. Vestal, (the large model), 25 in, „ 

371. Madonna, (another model), 16 in. ,, 

372. Empress Julia. 17 in. „ 

373. Female Bust, unnamed, 22 i in. „ 

374. Palladio. 23 in. „ 

375. Fletcher. (Beaumont & Fletcher). 17J in. „ 

376. Dr. Benjamin Franklin. The Patience Wright model. 28 in. „ 

377. Prior. 17 in. ., 

378. Sir Isaac Newton. 16 in. ,, 

379. Epicurus, large model, 24 in. „ 

380. Ben Jonson. 16J in. „ 

381. Horace. 21 in. ,, 

382. Seneca, large model, 22 in. ,, 

383. Cicero. 11 in. ,, 

384. Aratus, large model, 25 in, ,, 

385. Head of a Negro. 9^ in. „ 

386. Voltaire, by Houdon, on pedestal 10J in. ,, 

386“. Homer. 17 in. „ 

386 b . Boileau. 105 in. ,, 

386°. Head of a Negro. 9 in. „ 

387. Pindar, large model, 25 in. ,, 

388. Susanna. 12 in. „ 

389. Zeno, large model, 25 in. „ 

390. Demosthenes. 18 in. „ 

391. Dean Swift, large model, 25 in. „ 

392. Hippocrates. 17 in. „ 

393. Plato, large model, 25 in. ,, 

394. Augustus Caesar, large model, 25 in. „ 

395. Young Marcus Aurelius. 19$ in. „ 

396. Washington, large model, on shaped pedestal, 26 in. „ 

397. Young Germanicus. 19 in. „ 
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39 8 - 

Antoninus Pius. 25 in. 

on top of cases. 

399 - 

Rousseau, large model, 25 in. 


400. 

Zingara. 16 \ in. 

>> 

401. 

Sir Walter Raleigh, large model, 21 in. 

n 

402. 

Sappho. 18 in. 

)) 

403 - 

Bacon. 23 in. 

» 

4O4. 

Antoninus, fired model, 23 in. 

)> 

405 - 

Female Bust, unnamed, 22 in. 

)) 

406. 

Vestal. 15 in. 

)) 



Griffin Candelabra, Jasper. No. 355. 











Pair of jasper eardrops, mounted in silver. No. 66. 


WEDGWOOD : APPLIED OR MOUNTED 1 

T HESE exhibits show the application of Wedg¬ 
wood’s plaques, medallions, and cameos. The 
Birmingham and other manufacturers of the time 
used them extensively for mounting and decoration. The 
firm of Boulton and Watt of the Soho works were very 
liberal purchasers of these objects, until, as Wedgwood 
says, ‘ Certain steam-engines have lifted our friends out 
of the steel toy and sleeve-button business.’ Wedgwood 
was one of the earliest manufacturers to use steam-power 
himself, one of Boulton and Watt’s engines, with the 
‘sun and planet’ motion, being ordered for Etruria. This 
venerable machine is still in use at the old pottery, but 
the original ‘ sun and planet ’ system has been changed 
for more modern improvements. The cameos are found 
mounted in rings, chatelaines, chains, hairpins,, bracelets, 
watches, buckles, brooches, watch-keys, lockets, buttons, 


1 See also under the heading, Medallions. 
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opera-glasses, scent-bottles, boxes of all kinds, etuis, desks, 
swords, daggers, door-handles, bell-pulls, metal vases, 
coach panels, musical instruments, chests of drawers, 
cabinets, chairs, tables, etc. The easel of Sir Joshua 
Reynolds in the National Gallery contains a Wedgwood 
portrait of Sir Joshua, which may have been inserted in 
his lifetime. Architects and others used the jasper in 
every variety, both for internal and external purposes. 
One of the salons in the Palace of Compiegne contains 
many blue-and-white plaques, arranged with much taste: 
these are attributed to Wedgwood, but they are porcelain, 
made at Sevres about the end of Louis XVI. period—an 
imitation of Wedgwood in colour and relief, but not 
copied from the designs he used. On the other hand, 
the blue-and-white plaques of children, mounted in the 
Louis XVI. ormolu clock and barometer in the Louvre, 
are described as Sevres—even by an authority like the 
keeper of the Garde Meuble—but are really Wedgwood, 
from Lady Templeton’s design. It would appear that 
more important work was ventured upon at Etruria, for 
in the Bristol Mercury of March 1, 1790, it is announced: 
‘We learn from Shrewsbury that by the late inundations 
in Staffordshire, the beautiful jasper bridge over the Trent 
is swept away. It was made a present by Mr. Wedg¬ 
wood to the Marquis of Stafford as a token of friendship, 
which rendered it as valuable as its loss is irreparable. ’ 
A jasper bridge would be startling and interesting in a 
collection of Wedgwood. The work must have existed, 
but at the present day nothing whatever is known of it— 
no record or memoranda can be traced, either at Etruria 
or Trentham. 

Professor Church, in The Portfolio , March 1894, 
page 97, says— 

‘ So, also, one would like to see in a public gallery illustra¬ 
tions of the way in which Wedgwood adapted his productions 
to the arts of the jeweller and the architect. His bas-reliefs, in 


no APPLIED OR MOUNTED 


various bodies, let into panelled walls, his suites of tablets for the 
friezes and jambs of mantelpieces, his large vases and busts for 
the tops of bookcases, and his wine-coolers for the sideboard, 
cannot be duly appreciated when dissociated from their intended 
surroundings and ranged in crowded ranks on the shelves of a 
cabinet. Nor can the artistic effect of Wedgwood’s small and 
delicate jasper cameos be properly seen when these choice gems 
are fixed in formal rows upon a museum tablet, instead of being 
framed in cut steel, in gold, in silver, or in ivory, or set in bon- 
bonniers, tea-caddies, and patch-boxes. Our national collections 
are therefore not inadequate merely on the score of incom¬ 
pleteness, but also by reason of their defective arrangement. ’ 


CASE No. 

407. Oval frame of fifteen blue and white medallions, 

mounted in wrought and chased steel for use as waist-buckles 
8 r.c., mounted by Boulton and Watt of the Soho works, 
Birmingham. 

Centre : Mucius Scaevola, Nymph with a mirror, Childhood, 

Cupid with a torch, poor Maria, Children and birds (2), 

Mother and children, Dipping Achilles, and Six round 
medallions mounted as buttons. Frame 18X15J. All 
marked “ wedgwood. ” On Screen 

408. A small Vase formed of jasper. Bell-pull with tri-colour 

“ strapwork ” cane colour and white, mounted in chased 
silver. 4^ in. high. 


XV 



Where Steel, Gold, and Metal Mounts were made for Wedgwood, and many of his jasper pieces mounted. 

From a print of the period. 





















Josiah Wedgwood, Mrs. Wedgwood and family. 

From the picture painted by George Stubbs , R.A. jySo. No. 446. 




























ORIGINAL DRAWINGS 


BY JOHN FLAXMAN R.A. AND OTHERS. 
PORTRAITS, AUTOGRAPHS, EARLY BLOCK MOULDS IN 
SALT-GLAZE, CARVED-WOOD MODELS, RELICS. &c. 

CASE No. 

409. Oval medallion in silver, inscribed :—“ Staffordshire Volun¬ 

teers, Etruria 1803. Awarded to John King, by Capt. John 
Wedgwood for skill at Target. ” on Screen 

The gift of Miss Julia Wedgwood. 

410. Nine various examples of Greek and Roman pottery. I 

EARLY SALT-GLAZED AND OTHER BLOCK-MOULDS 
OF THE WHIELDON-WEDGWOOD PERIOD, FROM 
ABOUT 1760. I 

411. Two pairs of Flower holders, for walls, Cornucopia form. „ 

412. Twenty-five original block moulds for Tureens, Butter¬ 

dishes, Sauce-boats, Teapots, Bowls &c. „ 

413. Four blocks for the spouts of Teapots. „ 

414. Three metal moulds, with scroll ornaments for handles of 

Teapots and two Elers pattern stamps in clay. ,, 

415. Twenty pattern models for Tea, Chocolate, Honey and 

other vessels, with fern, basket, oak, bamboo and other reliefs. „ 

*** The Vine pattern cup has the word “ Hackwood ” (modeller). 

416. Two shell-pattern block moulds for Sauce-boats. Said to 

have been used at Wedgwood’s “ Bell-works” Burslem. „ 

MISCELLANEA. 

417. Fourteen interesting carved pattern models in pear- 

wood and mahogany : A Dish and tray, 2 Tureens, a Vase, 
Sauce-boat, a Grecian Sphinx &c. &c. These beautiful 
examples of che British carver’s work are probably by Chip¬ 
pendale or his school. A clay pattern produced from the 
carved model is in the same case. VII 

418. Acceptance for £24. Signed by Josiah Wedgwood. 

“ Etruria , 21st June 1788. ” In frame 

419. Photograph of Josiah Wedgwood’s original account for Queen’s 

ware to Edward Parsons Esq. 

“ Etruria , July 30 1773 ”. „ 

H 
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CASE No. 

420. Photograph of Josiah Wedgwood’s Apprenticeship Indenture 

to his brother, November nth 1744, In frame 

421. Original account to Sir John Stanley, Bart, from Wedgwood 

and Byerley, 1795-1799. 

422. Photograph of William Hackwood’s Apprenticeship Indenture, 

nth November 1777. „ 

423. Wages account from Wm. Hackwood to Wedgwood and 

Byerley, 1809-1816. „ 

424. The Wine and Water Vases, pen and ink outlines by 

Flaxman. IX 

425. The Chessmen, Eighteen figures. The original Indian-ink 

drawing made by Flaxman, Signed “IFlaxman , Inv'. et Delin' .” ,, 

426. Pattern model in carved wood with the clay model 

produced from it. XVI 

427. A very large model in carved wood for a Vase or Outside 

Cupola. case 

428. John Flaxman R. A. (1755-1826). An enlarged bas-relief 

from the original, b)' himself, in the Victoria and Albert and 
Soane Museums, London, modelled by Mr. J. A. Austin, East wall 
The original bas-relief is inscribed by Flaxman :— 

* HANG SVI IPSIVS EFFIGIEM FECIT JOANNES 
FLAXMAN IVNIOR ARTIFEX STATVARIVM ET 
CCELATOR ALVMNVS. EX-ACADEMIA REGALE. 

ANNO. ^ETATS XXIV. A.D. MDCCLXXVIII. 

429. The Pyrometer. An instrument invented and used by Wedg¬ 

wood to ascertain the exact degrees of heat in the kiln during 
the process of firing, by the contraction of prepared pellets 
of clay. One is in gun metal: the other in fired earthenware. XVII 

430. Miniatures on Ivory. Three :—Josiah Wedgwood, Thomas 

Whieldon and a Landscape, view near Cheadle, Staffordshire. 

These miniatures were painted at the time when these eminent potters were 
in partnership. The miniatures were in the possession of the Mrs.Whieldon, widow of 
John Bull Whieldon ; grandson of Thomas Whieldon. The portrait of Wedgwood is 
the only known portrait of him, as a young man. East wall. 

431. Landscape. In pencil. One of the drawings made for the 

Russian service by Vitalba. ,, 

432. Josiah Wedgwood, F. R. S. Engraving from the portrait by 

Sir Joshua Reynolds. ,, 

433. Cupid and Psyche. Oval. In carved wood, „ 

434. Etruria Hall. The home of Josiah Wedgwood, painted in 

colour upon a pottery slab. 1780 period. „ 

435. The Portland Vase. Engraved by Bartolozzi, 1786. „ 
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CASE No 

436. The Sarcophagus of the Emperor Severus, in which the 

Portland Vase was found. Now in the Capitol Museum, 

Rome. Photograph, East wall. 

437. William Hackwood. Modeller at Etruria from 1778. Pho¬ 

tograph from the original portrait. Given by his great- 
grandson Elijah Jones, Esq. Hanley. ,, 

438. Upright Clock in oak case, of curious construction, having a 

revolving dial and one fixed hand: made by Whitehurst, 

Derby. The case branded “ I. W. ” ,, 

*** This clock was in Josiah Wedgwood’s office. It had an arrangement of pin-holes 
for the watchman to record his periodical rounds. It is still in use and keeps excellent 
time. Two other clocks of the same model and by the same maker are at Etruria. 

439. The Portland Vase. Seven photographs from the original 

antique vase in the British Museum. East wall. 

440. Three “ oven "books ” or records of kiln firing with marginal 

outlines of vases &c. 1778 to 1786. An old Ledger, Wedg¬ 
wood’s description of the Portland Vase, London 1790. XVII 

441. Pamphlets on the Thermometer (Two). By Josiah Wedg¬ 

wood. In English and German, „ 

442. Josiah Wedgwood, P. R. S. From the bas-relief from Flax- 

man’s monument in Stoke-on-Trent Church. West wall, 

443. Autograph letter from John Flaxman, R. A. to William 

Hayley, the Poet :— East wall. 

28th of Jany. 1815. 
Buckingham Street , Fitzroy Square. 

Dear and Kind Friend , 

1 am very much concerned for the abrupt termination of your treaty with 
Captain Quantock , and much more so that circumstances obliged you to enter into any 
treaty of that kind for purposes which cannot communicate satisfaction to any of the 
parties engaged , however as such is the case it is better to look to the remedy than the 
misfortune , towards which 1 shall be happy to lend you £200 in the course of three 
weeks towards the sum you wish to raise which perhaps you may complete by the 
assistance of other friends—or at least I hope that sum may diminish the number op 
fields you intend to sell. And I am sure you cannot esteem my offer as any favor when 
you consider the many Hundred pounds worth of employment your friendship and 
recommendation has given me , the money shall be paid within the appointed time to 
any house in London or sent to the Chichester Bank according to your instructions. 

My dear wife continues in this severe weather tender and incapable of exertion—But 
thank God she is as well as she zs, and for all other mercies ! 

My wife and sisters unite in love and best wishes with , Dear and Kind Friend , 

Your ever obliged and affectionate 
John Flaxman. 

William Hayley , Esqre.. 

Felfham, 

Chichester , Sussex. 

444. Autograph letter from Josiah Wedgwood introducing his 

son John ; probably written to Sir William Hamilton : East wall. 
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Dear Sir, 

My son John having finally determined to pursue the business in which his 
father has been laboring for many years, I have confirm'd to him my promise that he 
should visit and see with his own eyes those invaluable remains of antiquity upon the 
Continent, particularly in Italy, which 1 have often wish'd to do, but in vain, and of / 
which the copies we have are acknowledged to be very imperfect. He leaves home in a 
fortnight, and his route will be by way of Paris to Basle, Berne, Geneva, Turin, Genoa, 
Leghorn, Florence, Rome, Naples. He will return through Bologna, Ferrara, Padua, 
A«rf Venice. 

I shall be extremely thankfull to you for the honor of a line to any of your friends on 
the Continent in this route to beg their protection and good- offices. I hope he will not 
give them much trouble, and I depend upon your goodness and well-known liberality to 
excuse that which 1 am now giving to you . 

1 have the honor to be, with the highest regard, 

Dear Sir, 

Your much obliged and 

faithfull humble servant, 

Jos. Wedgwood. 

Etruria, 

2Sth June iySy. 

*** This letter contradicts the often-made assertion that Wedgwood travelled much 
on the continent. 

445. General view of Etruria, looking east. Showing Etruria 

works, Hall, Bentley’s residence &c. from a photograph of a 
drawing in water-colour, about 1800. In the possession of 
Cecil Wedgwood, Esq. East wall. 

446. Josiah Wedgwood, Mrs. Wedgwood and family in the grounds 

of Etruria Hall, Painted by George Stubbs, R. A. 1780. 

A photograph from the original picture in the possession of 
Cecil Wedgwood, Esq. On door. 

447. Wedgwood and Byerley’s Show-room at York Street, 

St. James, London, about 1805. A coloured aquatint print of 

the period. On door. 

448. Printed Wrapper used by Josiah Wedgwood for the Pyrometer. 

*‘ Josiah Wedgwood, F. R. S. ” 


Given by the Director of the Royal Museum, Sevres. 
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JOSIAH WEDGWOOD. HIS PARTNERS AND SUCCESSORS 

FROM 1752. 

REVISED I, I S T 


NAMES OF PARTNERS 

DATE 

TITLE OF THE FIRM 

DURATION 

Harrison and Alden (Cliffe 

1752 

Probably Harrison & Alders 

1752-1754 

Bank, Stoke-on-Trent) 
Thomas Whieldon (Little 

1754 

Probably Thomas Whieldon 

1754-1759 

Fenton.) 

Josiah Wedgwood (Ivy 

1759 

Josiah Wedgwood 

1 7 59- 1 762 

House, Burslem.) 
(Brickhouse Works, Burs- 

I762 

do. “ Potter to Her 

1762-1773 

lem.) 


Majesty" 1733 


Thomas Wedgwood 

1766 

do. ( Etruria IV orks , 

1766-1788 

(Cousin) 


opened 1769.J 


Thomas Bentley 

1768 

Wedgwood and Bentley 

1768-1780 



(Bentley died 1780.) 


Josiah Wedgwood 

Josiah Wedgwood 

1780 

Josiah Wedgwood 

1780-1790 

John Wedgwood 

Josiah Wedgwood, II. 

r r 79 ° 

Wedgwood, Sons & Byerley 

1790-1793 

Thomas Wedgwood 
Thomas Byerley 

Josiah Wedgwood 


Wedgwood, Son & Byerley 

1793- 1810 

Josiah Wedgwood II. 

r 1 793 

[Josiah Wedgwood died 1795) 


Thomas Byerley 

) 

(.Byerley died 1810) 


Josiah Wedgwood II. 

l8lO 

Josiah Wedgwood. 

1810-1823 

Josiah Wedgwood III. 

1823 

Josiah Wedgwood & Son 

1823-1827 


(Josiah Wedgwood 11 . Ret¬ 
ired 1841.) 

(Josiah Wedgwood Ill do. 





1844) 


Josiah Wedgwood III. 
Francis Wedgwood 

1 ^ 2 3 
1827 

| Josiah Wedgwood & Sons 

1827-1895 

John Boyle 

184344 

(.Francis Wedgwood died 1888) 


Robert Brown 

1846-59 

(Clement Francis Wedgwood 


Godfrey Wedgwood 

1859 

died 1889) 


Clement Francis Wedg¬ 

1863 

(Godfrey Wedgwood died 19 0 5 ) 


wood 

Lawrence Wedgwood 

1867 



Cecil Wedgwood 

1882 

Josiah Wedgwood Sons, 

i8 95 

Francis Hamilton Wedg¬ 

1889 

Limited. 


wood 




















Josiah Wedgwood F.R.S. Painted by George Stubbs. R A. 
From the original in Lord Tweedniouth s collection. 


A fine portrait of the great pottei, mounted upon a 
beautiful white horse, a rocky landscape in the back¬ 
ground ; painted upon a Wedgwood pottery slab in 
enamel colours. 36! x 28^ inches. Signed and dated, 1782. 




I NSCRIBED pottery of a remote period—often dated 
or with the name of an Emperor, King or legion 
stamped upon it, has great value to the historian, 
proving facts, and giving exact information that can only 
be obtained from that source, or from inscribed altars 
stones, coinage, &c. 

An interesting piece was recently found in the excavation 
of a Roman city “ Calleva Attrebatum, ” an extensive one 
known by the modern name of Silchester, situated upon the 
Duke of Wellington’s estate, Strathfieldsaye in Hampshire, 
some ten miles from Reading. This colony was founded 
originally by emigrants from north-west France of the 
tribe of the Attrebati, located in the neighbourhood of 
Arras. The city was an industrial one, apparently not 
governed by military, for the usual tiles bear no legion¬ 
ary or other stamp. The piece in question was an 
ordinary flat brick or tile upon which the weary tilewright 
has inscribed the one word “ Satis ” with his forefinger. 
This tile is on view at the Reading Museum—part of a 
very fine collection of Roman remains, unearthed at 
Silchester. 

This simple memorial proves that although of Gallic 
nationality, his speech was Latin—that, but a rude potter 
he was able to write it. In a word he could tell people 
coming two thousand years after him, his work was suf¬ 
ficient for the day. I fear that my readers may feel the 
sentiment of the Gallic tilewright, long before they come 
to the end of these, my labours ! p „ 
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Josiah Wedgwood & Sons, Ltd., 


ETRURIA, Stoke-on-Trent, 


England. 


^Makers of the 


WEDGWOOD JASPER and BASALT, CHINA, 
EARTHENWARE, CANE - COLOUR, RED- 
WARE, ROCKINGHAM, MORTARS, Etc. 


ORIGINAL TRADE MARK, 
IN USE SINCE 1760 

(Now registered). 

WEDGWOOD 



WEDGWOOD 


The Mark for Porcelain 
(from 1878 ) 


Shonvrooms- 


ETRURIA : 

Stoke-on-Trent. 

NEW YORK: 

25, West Broadway, 
New York City. 


LONDON: 

108, Hatton Garden, 
Holborn Circus, E.C. 

PARIS : 

67, Rue d’Hauteville. 


Registered Telegraphic Address—" basalt, stoke-on-trent.” 


Telephone No , 78 . 
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